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HO ©EUHJDª HV XQ JpQHUR PXVLFDO SRSXODU PDVLYR UHODWLYDPHQWH
DXVHQWHGHODVSURGXFFLRQHVFLQHPDWRJUi¿FDV6LQHPEDUJRHQORV
~OWLPRVDxRVDeserto Feliz3DXORCaldas, 2007), O Céu de Suely 
.DULP$wQRX]Viajo Porque Preciso, Volto Porque Te Amo 
.DULP$wQRX]\0DUFHOR*RPHVRAmor, Plástico e Barulho 
5HQDWD3LQKHLURUHYLUWLHURQHVWDWHQGHQFLDDOLQFOXLUHQVXV
EDQGDV VRQRUDV FDQFLRQHV URPiQWLFDV GH DUWLVWDV FRPR 'LDQD
5HJLQDOGR5RVVL3HQLQKDR/DLUWRQGRV7HFODGRV(QHVWDVSHOtFXODV
PiVDOOiGHH[SRQHUDOHVSHFWDGRUD ODFXOWXUDPXVLFDOGHOsertão 







En Viajo Porque Preciso, Volto Porque Te AmoXQKtEULGRGH
road-movie\traveloguePHODQFyOLFRHQFRQWUDPRVD-RVp5HQDWR
XQJHyORJRDOTXHQXQFDYHPRVSHURVtHVFXFKDPRV0LHQWUDVYLDMD
SRU HO sertão QRUGHVWLQR HQ XQ SHULSOR YLQFXODGR D VX SURIHVLyQ
VHYDGHVSLGLHQGRPHWDIyULFDPHQWHGHVXPXMHUTXH ORDFDEDGH
DEDQGRQDU /D EDQGD YLVXDO GH OD SHOtFXOD VH QXWUH GH LPiJHQHV
SUHYLDV TXH ORV GLUHFWRUHV KDEtDQ FDSWDGR SDUD HO GRFXPHQWDO
Sertão de Acrílico Azul PiscinaSHURHVWDVVHUHRUJDQL]DQHQ
XQDHVWUXFWXUDGUDPiWLFDTXHGHVFDQVDHQJUDQPHGLGDHQODYR]
RPQLSUHVHQWHGHOSURWDJRQLVWDVLQURVWURTXHGHDSRFRQRVYDGDQGR
VHxDOHV GH VX FULVLV GH SDUHMD (VWH PRQyORJR LQWHULRU ©GLDORJDª































































































VHQWLGR FRQ XQD FXLGDGRVD SODQL¿FDFLyQ GH OD EDQGD VRQRUD ORV
GLUHFWRUHV QRV KDFHQ SDUWtFLSHV GH OD PDVFXOLQLGDG KHULGD \ GH
OD LQWHQVLGDG DIHFWLYD GH TXLHQ HVWi FRQ ©GRU GH FRWREHORª XQD









VHFRQFHQWUDHQVX LQWHQVDH LPSHUIHFWD LQWHUSUHWDFLyQGH©ÒOWLPR
GHVHMRªXQIDPRVR©6DPED-FDQomRª3GH1RHO5RVDTXHKDEODGH
XQDVHSDUDFLyQ\GHODVVHQVDFLRQHVFRQWUDGLFWRULDVTXHH[SHULPHQWD








TXH ODVHSDUDFLyQ\ ODGLVWDQFLDʊODVX\DSURSLD\ ODGHO\R OtULFR









GH ¿FFLyQ ODP~VLFD HV XQ FDQDO SDUD GDU FXHQWD GH KLVWRULDV GH
YLGDGRVGRFXPHQWDOHVUHFLHQWHVKDFHQGHODUHODFLyQHQWUHP~VLFD
\DIHFWLYLGDGVXPLVPRREMHWRGHHVWXGLRVou Rifar Meu Coração 
 GH$QD5LHSHU UHFXUUH D ORV FOiVLFRV GH ODP~VLFDbrega 
SDUDKDEODUGHODFRQVWUXFFLyQGHXQLPDJLQDULRURPiQWLFRHUyWLFR
\DIHFWLYR IXHUWHPHQWHDQFODGRHQHOFRWLGLDQRGH ODVSREODFLRQHV
QRUGHVWLQDV 3DUD UHWUDWDU HVH XQLYHUVR PXVLFDO OD GLUHFWRUD YLDMD
SRU YDULDV SHTXHxDV FLXGDGHV GHO QRUGHVWH EUDVLOHxR HQ GRQGH
HQWUHYLVWDDIDQVHLQWpUSUHWHVGHHVWHHVWLORPXVLFDO3RURWURODGR
As Canções GH(GXDUGR&RXWLQKRFDUWRJUDItD OD IRUPDHQ
































































































































GH WRGD XQD JHQHUDFLyQ VLQPRYHUVH GHO HVFHQDULR GH XQ WHDWUR
D GRQGH KRPEUHV \ PXMHUHV TXH UHVSRQGLHURQ D XQ DQXQFLR























6L OD VHOHFFLyQ GH HQWUHYLVWDV GH &RXWLQKR TXH KDEODQ GHO JRFH
GROLHQWHIHPHQLQRRGHOPDFKLVPRQDWXUDOL]DGR\OXHJRDUUHSHQWLGR








FRPR LQWHQVLGDG XQD GLPHQVLyQ QR QHFHVDULDPHQWH UHGXFWLEOH D
XQDHPRFLyQHQSDUWLFXODU3HURDQWHVGHDQDOL]DUFyPRIXQFLRQD
ODUHODFLyQHQWUHP~VLFD\DIHFWLYLGDGHQHVWRVGRVGRFXPHQWDOHV
YR\ D GHWHQHUPH SUHYLDPHQWH HQ DOJXQR GH ORV PRGRV TXH OD
























































































































OD ¿ORVRItD GH ODP~VLFD \ ORV HVWXGLRV FXOWXUDOHV KD FRQVLGHUDGR
ODV GLYHUVDV IRUPDV HQ TXH ODP~VLFD SXHGH VHU VLJQL¿FDWLYD HQ
VX FDSDFLGDG GH UHSUHVHQWDU FRPR LQWHUSHODGRUD \ DUWLFXODGRUD
GH LGHQWLGDGHVRHQ WDQWRHPRFLRQDOPHQWHH[SUHVLYD(VWD~OWLPD







HQHO VHQWLGRGH©HOLFLWLQJHPRWLRQV LQ WKH OLVWHQHUª 3RURWUR
ODGR OD FUtWLFD 6XVDQQH /DQJHU  FRQFXHUGD FRQ TXH ODV








$XQTXHPXFKRVPXVLFyORJRV SODQWHDQ TXH FXDQGR XQ R\HQWH VH
FRQPXHYHDOHVFXFKDUXQDSLH]DGHP~VLFDVXHPRFLyQSXHGHVHU




HQ OD HVFXFKD LQWURVSHFWLYDPHQWH LPDJLQDPRV QXHVWURV SURSLRV




HV \ FyPR VH SHUFLEH XQD HPRFLyQ 6REUH WRGR ODV FDQFLRQHV
SRSXODUHVFRQVWUX\HQH[SUHVLRQHVGHODH[SHULHQFLDHPRFLRQDOTXH
SHUWHQHFHQ\DVHDDODUWLVWDDOR\HQWHRDXQDWHUFHUDSHUVRQDYLUWXDO


















































































ORV GLIHUHQWHV DWULEXWRV GH ODV VXEMHWLYLGDGHV PXVLFDOHV VXSRQH




D GDU FXHQWD GH ORVPRGRV HQ TXH ODV SHUVRQDV VH LGHQWL¿FDQ \
FRQVWUX\HQ XQ VHQWLGR GH SHUWHQHQFLD D SDUWLU GHO FRQVXPR GH












H[SUHVLRQHVPXVLFDOHV7$Vt FRPR ODV LGHQWLGDGHV GH JpQHUR KDQ
VLGR GLVFXWLGDV FRPR ©SHUIRUPDWLYDVª WDPELpQ ODV VXEMHWLYLGDGHV
PXVLFDOHVSXHGHQSHQVDUVHHQHVRVWpUPLQRVFRPRSODQWHD6LPRQ




/D LGHD GH XQ WLSR GH VXEMHWLYLGDG TXH VH H[SUHVD R TXH VH
FRUSRUHDOL]DHQODP~VLFDJHQHUyWDPELpQLQWHUpVHQRWURVFRQWH[WRV
GLVFLSOLQDUHV (Q VX UHÀH[LyQ VREUH VXV SURSLDV ©REVHVLRQHV
PXVLFDOHVª5RODQG%DUWKHVSODQWHDEDTXHODP~VLFDQRVGHVSLHUWD
GHODDSDWtDGHYDORUHVSRUTXHKD\©DOJRªHQHOODFX\DIXQFLyQHV
FRQVROLGDU FRQVWLWXLU DO LQGLYLGXR TXH OD HVFXFKD  En 
UHDOLGDGSDUD%DUWKHVVyORDOJXQDVP~VLFDVSURGXFHQHVHHIHFWR
HQHOR\HQWH6XOHFWXUDSURSRQHHOFRQFHSWRGH©JUDQRGHODYR]ª




































































































































 /D LQVLVWHQFLD HQ ODPDWHULDOLGDG GH OD VHQVDFLyQ TXH
SURGXFHODP~VLFDVHUHODFLRQDWDPELpQFRQVX©DIHFWRªODP~VLFD
QRVDIHFWDHQWDQWRHVXQFRQMXQWRGHRQGDVVRQRUDVTXHDOFDQ]DQ
\ TXH FDPELDQ QXHVWURV FXHUSRV GH XQ HVWDGR GH H[SHULHQFLD D
RWUR3DUD'HOHX]H\*XDWWDUL ODP~VLFDHVXQGHYHQLUXQDFLHUWD
IRUPD GHO DIHFWR HQ JUDGRV GLIHUHQWHV GH LQWHQVLGDGHV QR HV XQ
WHPD VLQR XQ PRGR GH LQGLYLGXDFLyQ TXH FRQVLVWH HQ UHODFLRQHV













XWLOL]DQ LQGLVWLQWDPHQWH DIHFWR VHQWLPLHQWRV \ HPRFLRQHV UH¿HUHQ
D GLVWLQWRV IHQyPHQRV 6HJ~Q %ULDQ 0DVVXPL ORV VHQWLPLHQWRV
VRQ SHUVRQDOHV \ ELRJUi¿FRV ODV HPRFLRQHV VRQ VRFLDOHV \ ORV
DIHFWRVVRQSUHSHUVRQDOHV8QVHQWLPLHQWRHVXQDVHQVDFLyQTXH
VHKDFRPSUREDGRHQH[SHULHQFLDVDQWHULRUHV\KDVLGRLQWHUSUHWDGD



















































































































































D VHQVDFLRQHV DQWHV TXH VLJQL¿FDGRV R UHSUHVHQWDFLRQHV VLJXH
WRGDYtDPDQWHQLHQGRUHODFLRQHVGLQiPLFDVFRQHVIHUDVGLVFXUVLYDV
FXDQGRVHSURGXFHP~VLFDHVWDHQWUDHQHOiPELWRGLVFXUVLYRHQ
GRQGH VH OD FRPHQWD \ RUJDQL]D HQ IXQFLyQ GH JpQHURV R QLFKRV













VXMHWRV REVHVLRQDGRV FRQ FLHUWDVPHORGtDV$XQ VLQ HVFXFKDUODV
DOJXQDVP~VLFDV VH QLHJDQ D GHMDUQRV LU (VWiQ DKt HQ ORV ODELRV
FXDQGR GHVSHUWDPRV LUUXPSHQ HQ QXHVWUD PHQWH GH UHSHQWH VLQ
VDEHUSRUTXp6]HQG\GHGLFyXQOLEURDWHRUL]DUVREUHHVWRVPRGRV
HQORVTXHODP~VLFDQRVKDELWDQRVSRVHHQRVSHUVLJXH(QHits: 
Philosophy in the JukeboxSURSRQHTXHXQDSLH]DGHP~VLFDSXHGH
LQWURGXFLUVH HQ QRVRWURV FRPR XQ ©JXVDQR GHO RtGRª VH SHJD D
QXHVWUDV RUHMDV \ D QXHVWUDVPHQWHV FRPR XQ WLSR GH YLUXV TXH
VHDGKLHUHDXQSRUWDGRU\VHPDQWLHQHYLYRDOLPHQWiQGRVHGH OD





(Q ORV GRFXPHQWDOHV TXH DERUGDUHPRV HQ HVWH DUWtFXOR OD
RPQLSUHVHQFLD GH ODV FDQFLRQHV GH DPRU VXJLHUH TXH HVWDV SRU
GH¿QLFLyQ HVWiQ GHVWLQDGDV D FLUFXODU ORV KLWV SDUWLFLSDQ WDQWR
GHXQDHVIHUDGH ORVDIHFWRV LQGLYLGXDOHV\FROHFWLYRVFRPRGH OD
HFRQRPtD 0HORGtDV VLPSOHV TXH SDUHFHQ YHQLU GH OD QDGD \ GH
WRGDV SDUWHV DO PLVPR WLHPSR &DQFLRQHV GH DPRU VXFHVLyQ GH
KLWVTXHRFXOWDQ WUDVVX WULYLDOLGDGHOSRWHQFLDOGHPRYHUQRVFRPR










































































P~VLFD WXYLHUD XQ DOPD OD FDQFLyQ FDQWD VX VHJXQGD QDWXUDOH]D
FRPR IHWLFKH HO ©\R PXVLFDOª GHO KLW VHUtD OD YR] GH OD SURSLD
PHUFDQFtD KDEODQGR GH Vt PLVPD (O KLW IXQFLRQD FRPR XQ PLWR
TXHFUHFHD IXHU]DGH UHSHWLUVH\HQHVD UHSHWLFLyQ ODFDQFLyQVH
FRQYLHUWH HQPHUFDQFtD XQD HVWUXFWXUD TXH VH DXWRSURGXFH XQD
PDTXLQD DXWRGHVHDQWH TXHPRYLOL]D XQD LQWLPLGDG \D H[SURSLDGD





DIHFWLYR R GHO SRWHQFLDO GH DIHFWDU FRQWHQLGR HQ HO KLW 6]HQG\







GH FOLFKrV PXVLFDLV RX OLWHUiULRVª. /RV DGMHWLYRV SH\RUDWLYRV GH
EDQDOLGDG FDOLGDG LQIHULRU \PDO JXVWR TXH VHDGVFULEHQDObrega 
GDQFXHQWDGHFyPRHVWHFRQVWLWX\HHQODHVFHQDPXVLFDOEUDVLOHxD
DOJRDVtFRPR©OL[RFXOWXUDOªEDVXUDFXOWXUDO6LQHPEDUJRFXDQGR
HQHOKLVWRULDGRU3DXOR&pVDU$UD~MRODQ]yHOOLEUREu Não Sou 
Cachorro NãoODP~VLFDbregaGHDUWLVWDVFRPR2GDLU-RVH:DOGLFN
6RULDQR\$PDGR%DWLVWDFRPHQ]yDVHUUHYDORUL]DGDSRUORVPHGLRV





IXH JDQDQGR SRSXODULGDG HQ WRGR %UDVLO VXSHUDQGR D FXDOTXLHU
RWUR HVWLORPXVLFDO HQ YHQWD GH GLVFRV H tQGLFHV GH UHSURGXFFLyQ
HQODVUDGLRV$VtIXHLQFRUSRUDGRDOUHSHUWRULRURPiQWLFRSDVDQGR
D RFXSDU XQ SDSHO GHVWDFDGR HQ HO SDWULPRQLR DIHFWLYR GH XQD
SDUWH VLJQL¿FDWLYD GH ODV GHQRPLQDGDV FODVHV SRSXODUHV $UD~MR


























































































Vou Rifar Meu Coração PXHVWUD ODUHODFLyQHQWUH ODP~VLFDEUHJD
\ ODV YLYHQFLDV GHO FRWLGLDQR GH SHUVRQDV TXH VH LGHQWL¿FDQ FRQ
HVDV P~VLFDV SRUTXH SLHQVDQ TXH HOODV GHVFULEHQ ORV GUDPDV
GH VXV SURSLDV YLGDV R FRPR GLFH XQR GH ORV HQWUHYLVWDGRV HQ
HO GRFXPHQWDO ©YLYHP R TXH HVFXWDPª /D HPSDWtD HQWUH IDQV \
FDQWDQWHVHVLQPHGLDWD\HQODVHQWUHYLVWDVORVFDQWDQWHVIDPRVRV, 
FRPR$PDGR%DWLVWD2GDLU-RVp1HOVRQ1HG/LQGRPDU&DVWLOKR
:DQGR H:DOGLFN 6RULDQR GLFHQ TXH ODV OHWUDV GH VXV FDQFLRQHV
WUDGXFHQ VXV HPRFLRQHV PiV SURIXQGDV SRUTXH VH UHODFLRQDQ
WDPELpQFRQVXVSURSLDVH[SHULHQFLDVDPRURVDV(QHOGRFXPHQWDO












/DV P~VLFDV SDUHFHQ FLUFXODU FDVXDO \ OLEUHPHQWH HQ HO HVSDFLR
S~EOLFR (Q XQD HVFHQD YHPRV D XQ KRPEUH HQ XQD ELFLFOHWD
UHSURGXFLHQGR©9RX5LIDU0HX&RUDomRªXQDFDQFLyQGH/LQGRPDU
&DVWLOKR, PLHQWUDV VH GHVSOD]D SRU ODV FDOOHV GH XQD SHTXHxD
FLXGDG GHO LQWHULRU 8QD HQWUHYLVWD FRQ XQ ORFXWRU GD FXHQWD GHO
SRGHUGHODUDGLRSDUDOOHJDUDODVPDVDVFRQFDQFLRQHVFX\DVOHWUDV 






































































FDQFLRQHV \ FRQVHMRV VREUH VXV SUREOHPDV FRQ\XJDOHV ©5DSD]











HV DQWHV TXH QDGD XQ VHQWLPLHQWR GHVFDUQDGR \ HO NDUDRNH
SDUHFHWHQHUHVDFDSDFLGDGGHSRQHUQRVHQHOFXHUSR\HQODYR]
GH RWUR SRU XQRV LQVWDQWHV<D VHD FRQ LQWHQFLyQ LUyQLFD OLWHUDO R
URPiQWLFDHQHOGRFXPHQWDOHONDUDRNHHVODcorporización de cierta 
VHQVLELOLGDG\GHOSDLVDMHLQWHULRUGHHVHDGROHVFHQWHTXHWUDVFLHQGH
OR TXH SRGUtD DSRUWDU XQD HVFXFKD H[WUDGLHJpWLFDEn Performing 













WRGDV ODV SHUVRQDV VXIUHQ \ DSUHQGHQ ,QGHSHQGLHQWHPHQWH GH OD
























































































































HO VHQWLPHQWDOLVPR DPRURVR FXDQGR HO FDQWDQWH :DQGR DVHJXUD
TXH©7RGDVDVKLVWyULDVGHDPRUVmRLJXDLV$SHVVRDTXDQGRDPD
HODpULGtFXOD>«@$¿QDOGHFRQWDVWXGRTXHpGRFRUDomRpEUHJD
2 FRUDomR GHPRFUDWL]D R VHU KXPDQR QmR GHVWLQJXH QLQJXpP
7RGRPXQGR WHPSDL[mR WUDLomR DQJ~VWLD GHVSUH]R DPRUª(VH
LQWHQWRGHGHPRFUDWL]DUHOVHQWLPHQWDOLVPRDPRURVRGH ODP~VLFD
URPiQWLFD UHVSRQGH WDPELpQ D RWURV LQWHUHVHV GHQWUR GHO FDPSR
FXOWXUDO EUDVLOHxR'XUDQWH ODV HQWUHYLVWDV FRQ OD YLHMD JHQHUDFLyQ
GH FDQWDQWHV VH HYLGHQFLD QR VyOR XQD UHODFLyQ DEVROXWDPHQWH
SDVLRQDO FRQ ORV IDQV VLQR WDPELpQ UHFHOR \ DPDUJXUD SRUTXH D









GRU GH FRWRYHOR TXH R SHGUHLUR VHQWH RPpGLFR WDPEpPVHQWH p Vy
SHUGHUDPXOKHUTXHHOHJRVWDTXHHOHYDLFKRUDUGRPHVPRMHLWRTXHR
pedreiro chora.
$SHVDU GH TXH HVWRV WHVWLPRQLRV GH ORV FDQWDQWHV VH XVDQ SDUD
UHLYLQGLFDU OD XQLYHUVDOLGDG \ HO FDUiFWHU VXSUDFODVLVWD GHO JpQHUR
PXVLFDO EUHJD TXH GH KHFKR HV XQD PRGDOLGDG GHO LPDJLQDULR
URPiQWLFREUDVLOHxRDOQRHQWUHYLVWDUSHUVRQDVGHODFODVHPHGLDR
DOWDHOGRFXPHQWDOFRQVROLGDHOVHQWLGRFRP~QGHTXHODP~VLFDEUHJD





FRQ IUDQTXH]D ©7LQKD WXGR SDUD QmR GDU FHUWR QDVFL IHLR SREUH
H SHTXHQLQLQKRª SHUR ©FDQWR FDQWR PXLWRª 'H DOJXQD PDQHUD
ORVPLVPRVP~VLFRVRVXVIDQVUHODFLRQDQHVHRULJHQVRFLDO\ODV









































































HQ HO DFFHVR D ODV HVWUXFWXUDV GH UHSUHVHQWDFLyQ \ FRQVXPR GH
VHQWLPLHQWRV UHSOLFDQ HQ OXJDU GH FXHVWLRQDU ODV VHSDUDFLRQHV
UDFLDOHVRGHFODVH(QHVWHVHQWLGR WDO FXDOHVSUHVHQWDGDHQHO
GRFXPHQWDO GH 5LHSHU OD P~VLFD EUHJD WHUPLQD FRQVROLGiQGRVH
FRPR XQ UpJLPHQ HPRFLRQDO YLQFXODGR D ODV DXGLHQFLDV GH OD
FODVH WUDEDMDGRUD3RURWUR ODGRHQ WDQWRHO DPRUHVSDUWHGHXQ
GLVFXUVR FXOWXUDO VRFLDO H KLVWyULFDPHQWH VLWXDGR ODV PHORGtDV \
OHWUDVEUHJDVGHIiFLOHQWHQGLPLHQWRQRVyORWUDQVPLWHQVHQWLPLHQWRV











\ QRV DFRQVHMD ©$V GXDV SLRUHV FRLVDV GRPXQGR VmR SHUGHU D
HOHLomRHWHUGXDVIDPtOLDVª0LHQWUDVODVGRVHVSRVDVWUDQVSDUHQWDQ
HOGRORUGHGLYLGLUDODPDGRpOGLFHVXIULUSRUDPDULQGLVWLQWDPHQWH
WDQWRD ODSULPHUDHVSRVDFRPRD ODDPDQWH-XQWRD WHVWLPRQLRV
DELHUWDPHQWHPDFKLVWDVGHDOJXQRGHORVFDQWDQWHVHO¿OPLQWURGXFH
GHPDQHUDGLYHUWLGDHVFHQDVGHPXMHUHVFRQIHVDQGRVXVIDQWDVtDV





OD KRPRVH[XDOLGDG $JQDOGR 7LPyWHR UHFRQRFH TXH FDQWD VREUH
ORVWHPDVTXHpOFRQRFH©(XQmRPHGRXRGLUHLWRGHWHUVROLGmR
4XDQGRPHVLQWRGHVSURWHJLGRSHJRRFDUURHYRXSDTXHUDUª
)RUPDGD HQ DQWURSRORJtD OD GLUHFWRUD LQWHQWD HQ HO GRFXPHQWDO
UHDOL]DUXQD©HWQRJUDItDªGHOEUHJDHQWDQWRVXroad movieHVXQD
IRUPD GH GHVSOD]DUVH SRU OD EDVH FXOWXUDO GH HVH HVWLOR PXVLFDO







JpQHUR IXQGDPHQWDOHV HQ HVWD FXOWXUDPXVLFDO13$XQTXH DOJXQDV














































































\ P~VLFRV VRQ FDVL VLHPSUH KRPEUHV \ HO WHPD UHFXUUHQWH HV HO
VXIULPLHQWRGHOKRPEUHQRFRUUHVSRQGLGRDEDQGRQDGRRWUDLFLRQDGR
0iV TXH KDEODU VLPSOHPHQWH GH HPRFLyQ OR TXH FDUDFWHUL]D HO






SURWDJRQLVWD GH ODV WUDJHGLDVQDUUDGDVHQ ODV FDQFLRQHVʊFRQ OD
IUDJLOLGDG GH HVWH PLVPR SHUVRQDMH YXOQHUDEOH D OD LQGLIHUHQFLD




PiV MyYHQHV FRPR$YL}HV GR )RUUy ©0RUDQJR GR 1RUGHVWHª \
'HMD9X©&KXSDTXHpGH8YDªHYLGHQFLDQTXHHOGRFXPHQWDOGH
$QD5LHSHU HV XQ YHUGDGHUR KRPHQDMH DO ©GRUGHFRWREHORª TXH
VLQHPEDUJRQRORJUDH[SORUDU\FXHVWLRQDUWRGDVODVIDFHWDV\ODV
FRQWUDGLFFLRQHVGHXQXQLYHUVRPXVLFDO©PDVFXOLQRª
1.3. As canções o del afecto como intensidad
(Q HO GRFXPHQWDO (GL¿FLR 0DVWHU  HO EUDVLOHxR (GXDUGR
&RXWLQKRHQWUHYLVWDD ORVYHFLQRVGHXQHGL¿FLRGHGHSDUWDPHQWRV
HQ&RSDFDEDQD\UHJLVWUDDXQRGHHOORVXQMXELODGRRFWRJHQDULR, 
FDQWDQGR©0\:D\ªGH6LQDWUDPLHQWUDV DJLWD HO SXxRDO DLUH GH
IRUPDpSLFD(QJogo da cena&RXWLQKR¿OPDDXQDVHULHGH
PXMHUHVFRPXQHVFRQYRFDGDVDWUDYpVGHXQFDVWLQJTXHFXHQWDQ



































































































GH UHSURGXFFLyQ GH VXV FDQFLRQHV -XQWR D HVWH LPSHGLPHQWR
HFRQyPLFR TXL]iV WDPELpQ IXHURQ ORV WHVWLPRQLRV FDQWDGRV GH
+HQULTXH\6DULWDORVTXHLPSXOVDURQD&RXWLQKRDUHGLUHFFLRQDUVX
SUR\HFWRKDFLDXQDQXHYDPLVLyQDGHQWUDUVHHQODYLGDGHSHUVRQDV
FRPXQHV \ FRPSUREDU GH TXp PDQHUD ODV FDQFLRQHV SRSXODUHV
VH UHODFLRQDQ FRQ VXV SURSLDV KLVWRULDV KDFLpQGROHV FDQWDU VLQ
DFRPSDxDPLHQWRPXVLFDOFDQFLRQHV LPSRUWDQWHVSDUDHOORVHQWUH
ODVFXDOHVLQFLGHQWDOPHQWHODVP~VLFDVGH5REHUWR&DUORVWHUPLQDURQ
VLHQGR UHFXUUHQWHVGHQWURGHXQ UHSHUWRULR TXHSULYLOHJLDGLYHUVDV
H[SUHVLRQHVGHODP~VLFDURPiQWLFD
(QWRQFHV DSHQDV XQD SUHJXQWD ©$OJXPDP~VLFD MiPDUFRX VXD
YLGD"ª \ XQD SURSRVLFLyQ ©FDQWH H FRQWH VXD KLVWyULDª VRQ HO
punto de partida de As Canções  XQ GRFXPHQWDO VREUH OD
EDQGDVRQRUDGHODYLGDGHSHUVRQDMHVDQyQLPRV(O¿OPUHJLVWUDD
GLHFLRFKRKRPEUHV\PXMHUHVH[SOLFDQGRORVPRWLYRVSRUORVFXDOHV
XQDP~VLFD HQ SDUWLFXODU HV LPSRUWDQWH SDUD HOORV &DQFLRQHV GH
5REHUWR &DUORV R 1RHO 5RVD KLWV GHO IXQN R GH ODP~VLFD brega 
VRQ FRQYRFDGRV SRU ORV HQWUHYLVWDGRV SDUD DOXGLU D HSLVRGLRV
JHQHUDOPHQWH WULVWHVGHOSDVDGR/DSXHVWDHQHVFHQDFRQWULEX\H
D FUHDU HO FOLPD TXH DFRPSDxD HVWD FHUHPRQLD tQWLPD SULPHURV
SODQRV \ SODQRV PHGLRV UHJLVWUDQ D ORV SHUVRQDMHV TXH LQJUHVDQ
GHVGHHO IRQGR\VHVLHQWDQHQHOFHQWURGH ORTXHSDUHFHVHUXQ






HVWLPXOD XQD SUiFWLFD QDUUDWLYD DPSDUDGD HQ OD H[SHULHQFLD DO
FRQYRFDUXQDRUDOLGDGTXHKDFHDÀRUDUPHPRULDVSDUWLFXODUHV15





FDQWD XQDP~VLFD TXH pO PLVPR FRPSXVR FRPR XQD HVSHFLH GH
SHGLGRGHGLVFXOSDVDVXSDGUHPXHUWRHQXQDFFLGHQWHFXDQGRpO
WHQtDDxRV(QRWURWHVWLPRQLR(ODLQDXQDPXMHUYLXGDUHFXHUGD
FRPR GXUDQWH GpFDGDV XQD FDQFLyQ FRPSXHVWD SRU VX PDULGR
©'yUpPLª HUD FDQWDGD GLDULDPHQWH 2WURV WHVWLPRQLRV SDUHFHQ
PiV WUiJLFRV XQDPXMHU LQWHQWyPDWDU D VX DPDQWH SHUR OD EDOD
IDOOyRWUDPXMHUSURPHWLyDVHVLQDUDVXSURSLDKLMDRWUDGHVFXEULy
D VXPDULGR FDQWiQGROH SRU WHOpIRQR ©ODª FDQFLyQ GHOPDWULPRQLR


























































































































WDPELpQ H[WUHPDGDPHQWH LQGLYLGXDOHV1R VyOR SRUTXH SDUD FDGD
UHFHSWRUGHXQDP~VLFDHVWDWUDHXQDPHPRULDDIHFWLYDHVSHFt¿FD













ODP~VLFD OOHQDHOSUHVHQWH/D UHSHWLFLyQGH ODFDQFLyQFRQVWUX\H
XQUHIXJLRGHOÀXLUGHOWLHPSROLQHDOXQUHIXJLRHQHOTXHHOIXWXUR
HOSUHVHQWH\HOSDVDGRVH LQVSLUDQPXWXDPHQWHXQDPRGXODFLyQ




























































































P~VLFD TXH VLHPSUH QRV VREUHSDVD (Q DOJXQRV PRPHQWRV GHO
GRFXPHQWDOGH&RXWLQKRHVH©DOJRªLUUXPSH3RUHMHPSORFXDQGR









FRPR XQ ©JXVDQR GHO RtGRª GH ORV TXH KDEOD 3HWHU 6]HQG\ 6LQ
HPEDUJRODFDQFLyQQRUHVSRQGHQHFHVDULDPHQWHDXQDOyJLFDGH








4XL]iV HVH ©DOJRª GH OD P~VLFD TXH QRV VREUHSDVD \ SURGXFH
UHDFFLRQHV VRUSUHQGHQWHV H LQYROXQWDULDV VHD HVH ©EORTXH GH




















































































































(O WHVWLPRQLR GH /tGLD XQDPXMHU VHSDUDGD FRQ FXDWUR KLMRV TXH
HQ ORVDxRVVHWHQWDVHFRQYLUWLyHQDPDQWHGHXQKRPEUHPD\RU
WDPELpQ PRYLOL]D VHQVDFLRQHV ©LPSUHGHFLEOHVª /D FDQFLyQ TXH
PDUFyVXYLGDHUDXQDTXHHVFXFKDEDHQ OD UDGLRGHODXWRGHVX
















LQGLYLGXDO VH DFWLYDQ \ SDVDQ D IRUPDU SDUWH GH OD REUD ItOPLFD
(V TXL]iV HVD FDSDFLGDG GH LQYRFDU R SURYRFDU VHQVDFLRQHV H
LQWHQVLGDGHV\GHWUDGXFLUODVSDUDSURGXFLUXQOXJDUGHHQXQFLDFLyQ
VLQJXODU D WUDYpV GH DFWLYDU IUDJPHQWRV GH H[SHULHQFLDV GHO RWUR
RWUDGH ODV WDUHDVEHQMDPLQLDQDVGH&RXWLQKR&RQFUHWDPHQWHHQ
As canções, HO UHFXHUGRFDQWDGRHVXQYHKtFXORGHFRQVHUYDFLyQ
\GHLUUXSFLyQGHO©VHUGHODVHQVDFLyQªGHH[SHULHQFLDVGHODYLGD






















































































































Vt IXQFLRQD FRPR XQ UHFRQRFLPLHQWR GH VX SURSLR VHQWLPLHQWR GH
VDXGDGH TXH SDUHFH DFRPSDxDUOR GRQGH VHD TXH HVWp 3RU RWUR
ODGR 6RQLD OD PXMHU TXH LQWHUSUHWD ©0LQKD QDPRUDGDª FDQFLyQ
GH9LQLFLXVGH0RUDHV\&DUORV/\UDTXHDEUHHO ¿OPH LQVWDOD OD
DWPyVIHUDDIHFWLYDGHOGRFXPHQWDO KDEODGH©DTXHODDPDGDSHOR
DPRU SUHGHVWLQDGDª6RQLD QXQFD ORJUy ROYLGDU D VX SULPHU QRYLR
\FXDQGRFDQWDODFDQFLyQUHFRQRFHFRQXQDVRQULVDHQHOURVWUR















YDFtD TXH VLHPSUH HVWDUi DOOt HVSHUDQGR D RWUR LQGLYLGXR TXH
QXHYDPHQWHHQFDUQDUiODFDQFLyQGHXQDFRPXQLGDGLQYLVLEOH
1.4. Ter saudade até que é bom 
 




WHPDWL]DQ \ WUDVSRQHQ DO GLVFXUVR ItOPLFR GLVWLQWDV IRUPDV GH














































































































TXH HV JXDUGDGR FRQ HO UHFXHUGR \ TXH UHVXUJH HQ HO PRPHQWR


















PHGLDVHQHOFRPLHQ]RGHViajo Porque Preciso, Volto Porque Te 
Amo\TXHIXQFLRQDFRPR©EDQGDVRQRUDªGHODKLVWRULDGHO
EtJDPR2VPDUHQVou Rifar Meu Coração©4XDQGRRPHXPXQGR











3HUR HQ ©6RQKRVª HVH DPRU WUDLFLRQDGR SURGXFH XQD UHDFFLyQ
DIHFWLYDFRQWUDGLFWRULD(Q OXJDUGHKXLUGH ODVDXGDGHHO\R OtULFR
VH HQWUHJD D HOOD SRU FRPSOHWR ©0DV QmR WHP UHYROWD QmR  (X
VyTXHUR 4XH YRFr VHHQFRQWUH 7HU VDXGDGHDWpTXHpERP 
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Abstract || Vou Rifar Meu Coração (2011), by Ana Rieper, uses classic examples of brega 
music to discuss the construction of a romantic and erotic imaginary strongly connected with 
the everyday experience of Brazilian Northeastern people. For its part, Eduardo Coutinho’s As 
CançõesPDSVRXWWKHZD\LQZKLFKSRSXODUPXVLFLQÀXHQFHGDZKROHJHQHUDWLRQIURPD
theater stage, where men and women came to talk and sing those songs that had marked their 
lives. In this article, I analyze how these two Brazilian documentaries address the links between 
PXVLFDQGDႇHFWLYLW\:KLOH5LHSHU¶VGRFXPHQWDU\SRLQWVWRWKHFXOWXUDOGLPHQVLRQRIHPRWLRQV
or the way a musical genre interpellates this dimension, some of the songs/testimonies in As 





































































Popular among the poorest sectors of northeast Brazil, brega is 
a musical genre largely absent in cinematographic productions. 
+RZHYHU LQ UHFHQW \HDUV WKH ¿OPVDeserto Feliz (Paulo Caldas, 
2007), O Céu de Suely (Karim Aïnouz, 2007), Viajo Porque Preciso, 
Volto Porque Te Amo (Karim Aïnouz and Marcelo Gomes, 2009) or 
Amor, Plástico e Barulho (Renata Pinheiro, 2013) have reverted the 
tendency by including in their soundtracks romantic songs from artists 
VXFKDV'LDQD5HJLQDOGR5RVVL3HQLQKDRU/DLUWRQGRV7HFODGRV
7KHVHPRYLHVGRQRWRQO\H[SRVHWKHVSHFWDWRUWRWKHPXVLFDOFXOWXUH
of contemporary sertão, contributing to the construction of a realistic 





In Viajo Porque Preciso, Volto Porque Te Amo (2009), a hybrid 
EHWZHHQ URDG PRYLH DQG PHODQFKROLF WUDYHORJXH ZH ¿QG -RVp
Renato, a geologist who we hear but never see. On his business 
trip through the northeastern sertão, he metaphorically bids 
IDUHZHOO WRKLVZLIHZKRKDV MXVWDEDQGRQHGKLP7KH¿OPLV¿OOHG
with images previously collected for the documentary Sertão de 
Acrílico Azul Piscina (2004), but they are reorganized in a dramatic 
structure which is mainly given shape by the faceless protagonist’s 
omnipresent voice, slowly revealing the crisis of their relationship. 
7KLVLQQHUPRQRORJXHµGLDORJXHV¶ZLWKURPDQWLFPXVLFRIWKHEUHJD
genre, the lyrics of which refer stories of separation and lost love, as 
LQWKHFDVHRI³6RQKRV´DVRQJE\3HQLQKDZKLFKZHKHDULQWKH¿UVW
VFHQHRI WKH¿OPZKHQ-RVp5HQDWR WXUQVRQKLVFDU¶V UDGLR7KH
music of the soundtrack is presented as characteristic of the sertão 
space, in the sense that it is listened to, generally, as a diegetic 




the main character and his surroundings. Along the trip, though, it 
becomes evident that feelings of void, isolation, and abandonment 
VD\DVPXFKDERXW-RVp5HQDWR¶VVLWXDWLRQDVRI WKDWRI WKH LQQHU
FRXQWU\7KLVZD\ WKH XVDJH RI EUHJDPXVLF DOORZV WKH VSHFWDWRU
to learn about the musical culture of the northeastern sertão, while 
it also links the drama lived by the main character with the songs 
heard in those spaces (2011: 11). In this sense, the directors make 
us part, through a careful planning of the soundtrack, of the wounded 
PDVFXOLQLW\DQGDႇHFWLYHLQWHQVLW\RIZKRPLVZLWK³GRUGHFRWRYHOR´
a theme which not only belongs to brega but to all romantic music in 
general.2
NOTES
1 |  Diegetic music is produced 
as part of the narrative and can 
be listened to by the characters 
RIWKH¿OP,IWKHPXVLFZHUH
part of the background, and 
could not be heard by the 
characters, then it is called 
extra-diegetic music.
2 |  In Brazil, the expression 
“dor de cotovelo” is used to 
describe the state which follows 
a romantic break-up: the one 
who was left drowns his or her 
sorrows in alcohol and laments 
his/her luck with an elbows 
in the bar, what results in a 


































































,Q WKH ¿OP WKH OLQN EHWZHHQ SDVVLRQ DQG NQRZOHGJH EHWZHHQ




says that after talking for three hours about a river’s transposition, 
6HYHULQRVWDUWVVLQJLQJURPDQWLFVRQJV7KHVFHQH IRFXVHVRQKLV
intense, imperfect interpretation of “Último desejo,” a famous samba-
canção3 by Noel Rosa, which talks about a separation and the 
contradictory sensations experimented by the abandoned person.4 
7KHIRRWDJHRI6HYHULQRVLQJLQJFRPHVIURPWKHGRFXPHQWDU\Sertão 
de Acrílico Azul PiscinaEXWWKHDႇHFWLYHLQWHQVLW\RIWKLVVFHQH
is captured and redirected to show the particular emotional situation 
of the protagonist of Viajo Porque Preciso, Volto Porque Te Amo 
 -RVp5HQDWR FRQWLQXHV KLV MRXUQH\ RQ WKH URDG D EOXUUHG
travelling of the arid landscape by the road, dissonant sounds and 
a dreamlike atmosphere, accompanied by the slow repetition of the 
lyrics of “Último desejo”. For Renato, separation and distance—his 
own and that of the lyrical author—are like “um calmante que num 
UHVROYHDGRUPDVWUDQTLOL]DRMXt]R´7KHKHDULQJVFHQHZRUNVDV
DPRPHQWRIFDWKDUVLVDQGLQÀHFWLRQIRU-RVp5HQDWRZKRQRZVD\V
he wants to “voltar a viver”.
7KLV DQG RWKHU µKHDULQJ VFHQHV¶ LQGLFDWH D FRQYHUJHQFH LQ
contemporary cinematographic production of desires related to 
PHQ DQG ZRPHQ ZLWK LQVLJQL¿FDQW OLYHV WDONLQJ DERXW WKHPVHOYHV
and others, formulating their knowledge, beliefs, passions, and 
DႇHFWLRQV ODUJHO\ WKURXJKPXVLF5-XVWDV LQ WKHVH¿FWLRQDOPRYLHV
music is a channel to tell life stories, the main object of research 
of two recent documentaries is the relation between music and 
DႇHFWV $QD 5LHSHU¶V Vou Rifar Meu Coração (2011) appeals to 
classics of brega music to talk about the construction of a romantic, 
HURWLFDQGDႇHFWLYHLPDJLQDU\VWURQJO\URRWHGLQWKHHYHU\GD\RIWKH
northeastern populations. In order to portray this musical universe, 
the director travels through several small towns of Brazil’s northeast, 
where she interviews fans and performers of this musical genre. 
For its part, Eduardo Coutinho’s As Canções (2011) draws a map 
RISRSXODUPXVLF¶VLQÀXHQFHRQWKHVXEMHFWLYLW\DQGWKHLPDJLQDWLRQ
of a whole generation, without moving from a theatre stage, where a 
man and a woman who have replied to a newspaper advertisement 
talk and sing the songs that marked their lives. Coutinho and Riper’s 
documentaries focus in the relation between music and emotion, 
and coincide in the centrality of the word “saudade,” one of the most 
common in Portuguese romantic music, which enigmatically seems 
WRUHVLVWDOLWHUDOWUDQVODWLRQLQWRRWKHUODQJXDJHV7KHGH¿QLWLRQJLYHQ
by the dictionary is: “1. lembrança nostálgica e, ao mesmo tempo, 
suave, de pessoas ou coisas distantes ou extintas, acompanhada 
do desejo de tornar a vê-las ou possuí-las, 2. Pesar da ausência 
NOTES
3 |  Martha Ulhôa suggests, 
in her analysis of Brazilian 
romantic music’s evolution 
(2000), that “samba-canção” 
is the approximation of samba 
to the song that, from the 
1930s on, was the successor 
of the beginning of the century 
“modinha” , as the basic 
model of romantic music. It 
was predominant until the 
development of bossa nova in 
WKHVDQGRIWKH³-RYHP
Guarda” (represented by the 
famous Roberto Carlos) in the 
following decade. “Samba-
canção” is composed outside 
the carnival time, makes a 
re-reading of the melody, but in 
a slower rhythm, and includes 
romantic lyrics about loneliness 
DQGµGRUGHFRWRYHOR¶
4 |  7KHO\ULFVRIWKHVRQJVD\
«Nosso amor que eu não 
esqueço / E que teve o seu 
começo / Numa festa de São 
-RmR0RUUHKRMHVHPIRJXHWH
/ Sem retrato e sem bilhete / 
Sem luar, sem violão / Perto 
GHYRFrPHFDOR7XGRSHQVR
HQDGDIDOR7HQKRPHGRGH
chorar / Nunca mais quero o 
seu beijo / Mas meu último 
desejo / Você não pode negar 
/ Se alguma pessoa amiga / 
Pedir que você lhe diga / Se 
você me quer ou não / Diga 
que você me adora / Que você 
lamenta e chora / A nossa 
separação / Às pessoas que 
eu detesto / Diga sempre que 
HXQmRSUHVWR4XHPHXODUp
o botequim / Que eu arruinei 
sua vida/ Que eu não mereço a 
comida / Que você pagou pra 
mim».
5 |  Perceiving the popularity 
of “tecnobrega” versions of 
north American pop songs, 
Karim Aïnouz decided to use 
this type of music in O Céu de 
Suely to picture the hybridity 
RIFRQWHPSRUDU\VHUWmR7KH
¿UVWVFHQHRIWKHPRYLHLVD
particular “hearing-scene” that 
shows the contradictions of the 
FKDUDFWHU²EXWLQDGLႇHUHQW
way to Viajo Porque Preciso, 



































































close to nostalgia, encouraged by temporary or spatial distance from 
something or someone loved, and implies the desire to resolve such 
distance. It often entails the repression of the knowledge that what 
is so missed may never return and, at the same time, the intense 
ZLOOWRUHYLYHFHUWDLQSDVWPRPHQWVµ6DXGDGH¶LVG\QDPLFEHWZHHQ
DEVHQFHDQGSUHVHQFH³DSOHDVXUH\RXVXႇHUDQDLOPHQW\RXHQMR\´
Nostalgia and longing contain a certain degree of hope. Saudade 
is, therefore, an emotion not necessarily unpleasant, but a way of 
captivating time to reproduce in our conscience the feelings, images, 
and daily scenes that gave us pleasure and, through their memory, 
travel beyond our real daily routine.
7KHVHOHFWLRQRI&RXWLQKR¶VLQWHUYLHZHUVZKRWDONDERXWWKHDFKLQJ
female joy or about the naturalized (and afterwards regretted) 
PDFKLVPRRIPHQUHYHDOVDZD\RIEHLQJRIZLOOLQJDQGRIVXႇHULQJ
for a generation of Brazilians who reclaim the value of saudade; but 
WKHUHLVDOVRDVSHFL¿FZD\RIXQGHUVWDQGLQJWKHUHODWLRQVKLSEHWZHHQ
music and emotion in the formal treatment of the documentaries. 
:KLOH 5LHSHU¶V ¿OP VHHPV WR SRLQW WR WKH KLVWRULFDO DQG FXOWXUDO
dimension of the emotions, or to the way in which a musical genre 
understands that sphere, the sung testimonies in As Canções bring 
RXW IURPPXVLF DႇHFWLRQ XQGHUVWRRG DV LQWHQVLW\ DV D GLPHQVLRQ
which cannot necessarily be reduced to a particular emotion. Before 
analyzing how the relationship between music and emotion works in 
these two documentaries, I am going to illustrate some of the ways 
in which musicology and cultural studies have tried to unravel our 
PXVLFDO³REVHVVLRQV´DQGWKHGLYHUVHIRUPVLQZKLFKPXVLF³DႇHFWV
us”.
1. Melos, logos, bios, or how to think about the relation 
between music and emotion
Is it possible to translate into words that which touches our sensibility, 




and cultural studies have considered the diverse ways in which 
PXVLFFDQEHRIVLJQL¿FDQFHLQLWVFDSDFLW\WRUHSUHVHQWTXHVWLRQ
DQGFRQVWUXFWLGHQWLWLHVRULQDQHPRWLRQDOH[SUHVVLYHZD\7KHODVW
quality is subject to debate, as musicologists discuss the existence 
RIDVSHFL¿FERQGEHWZHHQWKHH[SUHVVLRQRIHPRWLRQVLQPXVLFDQG
the way in which musicevokes or awakens emotions in the listener. 
Peter Kivy suggests that music may express certain emotional states 
such as sadness, joy, aggressiveness, tenderness, restlessness, or 
NOTES
If in this case the voice 
DUWLFXODWHG-RVp5HQDWR¶V
experience as a listener, giving 
a central role to emotions; 
in the opening scene of O 
Céu de Suely the use of the 
VRQJ³7XGRTXHHXWHQKRª
a technobrega version of 
“Everything I Own” sung 
by Diana, is combined with 
granulated Super8 images and 
shots of Suely’s body playing 
in the beach, almost dancing 
ZLWKKLVORYHU7KHVRQJUHIHUV
to an emotional memory 
(Suely appears in the next 
scene on the bus taking her 
to the northeast, suggesting 
that the previous scene is 
a memory), but also to an 
experience of music that, more 
than a discursive interpellation, 
appeals to the corporeal and 
sensory, in the vague limit of a 
wider sound space.
6 I  Irene Depetris Chauvin 
analyses in “Los cuerpos de 
la música” (2015) how music 
³WDNHVVKDSH´LQGLႇHUHQW
ways, which allows to think 
the experience of music from 
DQDႇHFWLYHIUDPHZRUNWKDW
accounts that music, in and 
outside of discourse, is part of 


































































serenity, but rejects the idea that music is expressive in the sense 
of “eliciting emotions in the listener” (1989: 57). On the other hand, 
philosopher Susanne Langer agrees that emotional qualities are 
in music, rather than in the listener, but also postulates that music 
refers, in its dynamic development, to a sensitive quality in our 
emotional life, rather than to the expression of emotions or particular 
feelings. According to Langer, there is a structural and temporal 
analogy through which patterns belonging to “mental states,” such 
as movement and tranquillity, tension and freedom, can be iconically 
symbolized in music (1953: 20).
Although many musicologists posit that when a listener is moved by a 
musical piece his or her emotion might be independent of the emotional 
qualities expressed in the music, the idea that music constructs a 
“listening position” has become a constant in musical analysis. Music 
is capable of providing subjective positions to its listeners. Organized 
sound is not only capable of representing or reincarnating a pre-
existent emotional experience, but contributes in a unique way to the 
idea of what an emotion is and how it is perceived. Popular songs in 
particular construct expressions of emotional experience that belong 
to the artist, the listener, or even to a third virtual person. Music has 
a powerful capability to express, construct, project, and represent 
subjectivity; allowing us to get closer to other subjectivities—real 
RU LPDJLQDU\7KLVZD\H[SORULQJ WKHGLႇHUHQWDWWULEXWHVRIPXVLF¶V
subjectivity implies considering the variety of circumstances in which 
music is created and consumed. 
As far as how the music’s melody, lyrics and rhythm contribute to 
the constitution of subjectivities is concerned, other researches have 
noted and shown that people identify themselves and construct a 
feeling of belonging through the consumption of certain type of music. 
Whereas from a Marxist point of view, the Centre for Contemporary 
Cultural Studies in Birmingham, inaugurated by Richard Hoggart 
DQG6WXDUW+DOOSURGXFHGGLႇHUHQWZRUNVRQPXVLFDOFRQVXPSWLRQ
LQZKDWLVGH¿QHGDVµVXEFXOWXUHV¶RWKHUUHVHDUFKHUVSRVLWHGIURP
a matrix closer to narrative and linguistic analysis, that subjectivity is 
the outcome of a process of articulation. In this sense, understood 
as a cultural good, popular music can be read at the same time 
as an expression of collective experience and as a product of the 
cultural industry that subdues music to a system or representation 
DQG DVVLJQV VSHFL¿F PHDQLQJV WR GLႇHUHQW PXVLFDO H[SUHVVLRQV7 
In the same way as gender identities have been discussed as 
µSHUIRUPDWLYH¶ DOVRPXVLFDO VXEMHFWLYLWLHV FDQ EH WKRXJKW LQ WKRVH
terms: as Simon Frith says, “popular music is something possessed 
[…] in possessing music, we make it part of our own identity and 




7 |  7KHSURSRVDOWKDW
addresses the relation between 
subjectivity and music in the 
terms of an interpellation 
theory was presented by the 
British musicologist Richard 
Middleton, who suggested that: 
“We do not [...] choose our 
musical tastes freely; nor do 
WKH\UHÀHFWRXU©H[SHULHQFHª
LQDQ\VLPSOHZD\7KH
involvement of subjects in 
particular musical pleasures 
has to be constructed; indeed, 
such construction is part and 
parcel of the production of 
subjectivity. In this process, 
VXEMHFWVWKHPVHOYHVʊ
KRZHYHU³GHFHQWUHG´ʊKDYH
a role to play (of recognition, 
assent, refusal, comparison, 
PRGL¿FDWLRQEXWLWLVDQ
articulatory, not a simplistically 
creative or responsive role. 
Subjects participate in an 
“interpellative dialectic,» and 
WKLVWDNHVVSHFL¿FIRUPVLQ
VSHFL¿FDUHDVRIFXOWXUDO
practice [...] popular music has 
been centrally involved in the 
production and manipulation of 
subjectivity [...] popular music 
has always been concerned, 
QRWVRPXFKZLWKUHÀHFWLQJ
VRFLDOUHDOLW\DVZLWKRႇHULQJ
ways in which people could 
enjoy and valorize identities 
they yearned for or believed 
themselves to possess” (1990: 
249).
8 |  Simon Frith (1996) 
VWXGLHVRQSRSLQÀXHQFHG
by Michel de Certeau and 
consumption theorists, outline 
the symbiotic relation between 
the commercial and cultural 


































































Other disciplinary contexts have been interested in the idea of a type 
of subjectivity that is expressed or takes shape in music. Roland 
%DUWKHVVXJJHVWVLQKLVUHÀH[LRQDERXWKLVRZQµPXVLFDOREVHVVLRQV¶
that music awakens us from the apathy about values because 
WKHUH LV µVRPHWKLQJ¶ LQ LW ZKLFK KDV WKH IXQFWLRQ RI FRQVROLGDWLQJ
and constituting the individual who listens (1986: 263). In reality, 
IRU %DUWKHV RQO\ VRPH PXVLF SURGXFHV WKLV HႇHFW LQ WKH OLVWHQHU
+H VXJJHVWV WKH FRQFHSW RI µWKH JUDLQ RI WKH YRLFH¶ WR VKRZ WKH
corporeal implications of the voice, but also indicates the existence 
RI µJUDLQOHVV YRLFHV¶ZKLFK LQ WKHLU SURGXFWLRQ FDQFHO WKHSK\VLFDO
implications of their construction and fail to generate empathy in the 
OLVWHQHU6RµWKHJUDLQRIWKHYRLFH¶LVDPHWDSKRUDQGDWKHRUHWLFDO
category which refers to the voice that, with its own materiality, 
ZLWKRXW WU\LQJ WR UHSUHVHQW PDNHV WKH µVLJQL¿FDQFH¶ SUHVHQW 7KH
µJUDLQOHVVYRLFH¶ZRXOGEHWKHWHFKQLFDOO\SHUIHFWPDQLIHVWDWLRQRID
FOHDUDUWWKDWWUDQVPLWVDPHDQLQJ2QWKHFRQWUDU\WKHµYRLFHZLWK
grain’ is a sort of “tongue-music,” says Barthes, in which the voice 
ZRUNVGLUHFWO\ RYHU WKH YROXSWXRXVQHVVRI WKH VLJQL¿HU VRXQGV LWV
materiality achieved with the sense and detaches the listener from 
their apathy (260-281).9 7KH SHUVLVWHQFH LQ WKH PDWHULDOLW\ RI WKH
VHQVDWLRQWKDWPXVLFSURGXFHVLVDOVRUHODWHGWRLWVµDႇHFWLRQ¶PXVLF
DႇHFWVXVSK\VLFDOO\DVDFRPELQDWLRQRIVRXQGZDYHVZKLFKUHDFK
us and change our bodies from one state of experience to another. 
7R 'HOHX]H DQG*XDWWDUL PXVLF LV DQ RFFXUUHQFH D FHUWDLQ IRUP
RIDႇHFWLRQLQGLႇHUHQWGHJUHHVRI LQWHQVLW\ LW LVQRWDWKHPHEXWD
mode of individuation which consists in relations of movement and 
LQWHUPLVVLRQVEHWZHHQPROHFXOHVDQGSDUWLFOHVDEOHWRDႇHFWDQGWR
EHDႇHFWHG107KHUHIRUHXQOLNHWKHVHPLRWLFSHUVSHFWLYH
that understands music as a type of language that may be read and 
deciphered, and which centers the study of music’s structure as the 
representation of emotions, to Barthes, Deleuze and Guattari music is 
¿UVWO\DERXWDႇHFWDQGHPRWLRQEHIRUHPHDQLQJDQGUHSUHVHQWDWLRQ
Instead of decoding codes, their approaches seek to think music as 
an experience. Not only the lyrics of love songs, but the non-linguistic 
strength of music is to these authors pre-eminent when it comes to 
explaining the experiences of the listener.
It is important to clarify at this point that, although generally used 
LQGLVWLQFWLYHO\ DႇHFWLRQ IHHOLQJV DQG HPRWLRQV UHIHU WR GLႇHUHQW
phenomena. According to Brian Massumi, feelings are personal and 
ELRJUDSKLFDOHPRWLRQVDUHVRFLDODQGDႇHFWLRQVDUHSUHSHUVRQDO
$IHHOLQJLVDVHQVDWLRQWKDWKDVEHHQDOUHDG\FRQ¿UPHGLQSUHYLRXV
experiences and has been interpreted and labelled according to 
our biography. An emotion is the projection or visualization of a 
IHHOLQJ DQG UHVSRQGV WR KLVWRULF DQG FXOWXUDO UXOHV$ႇHFWLRQ LV DQ
experience with no conscience of intensity, a moment of formless 
SRWHQWLDO$ႇHFWLRQLVWKHZD\WKHERG\SUHSDUHVIRUDFWLRQLQDJLYHQ
situation, adding a quantitative dimension of intensity to the quality 
NOTES
9 | 7KLVUHIHUVWRZKDW%DUWKHV
understood as the quality of 
music’s language, the un-
said, the un-articulated, the 
obtuse sense: “En lo no dicho 
es donde se alojan el goce, 
la ternura, la delicadeza, la 
satisfacción, los más delicados 
valores de lo Imaginario” 
(1986: 278).
10 |  Studies on dancing music 
outline that music works as a 
series of emotions registered 
by the bodies, which modify 




































































example of how the intensity of the crash of emotions in the body 
PD\µVLJQLI\¶PRUHWRWKHSHRSOHWKDWWKHµVLJQL¿FDQFH¶LWVHOI,QPDQ\
cases, the pleasure people get from music has less to do with the 
communication of meanings and a lot more with the way in which a 
FHUWDLQSLHFHµPRYHV¶WKHP11 
,W LV WKHUHIRUH XQGHUVWRRG WKDW DႇHFWLRQ LV D SK\VLFDO H[SHULHQFH
that cannot be completely contained in discourses or ways of 
FRPPXQLFDWLRQRUJDQL]HGDURXQGVLJQL¿FDQFH,WGHVFULEHVWKHZD\
music works as a series of sensations that are registered in our 
body and that change them from one experimental state to another. 
6RXQG DQG PXVLF WKHQ DUH QRWDEOH IRU WKHLU SK\VLFDOLW\ 7KH\
GHSHQGRQPDWWHU WR µPRYH¶XVEHFDXVH WKH\DUHPDGHRI VRXQG
waves moving through the air and have a direct impact on the matter 
which they contact, including our bodies. However, even if music 
ZRUNV LQ DQ DႇHFWLYH UDWKHU WKDQ OLQJXLVWLF OHYHO EHIRUH VLJQL¿HUV
or representations, it still keeps dynamic relations with discursive 
spheres: when music is produced, it enters the discursive area in 
which it is commented and organized in genres or market niches. As 
part of this movement, discourse and material forces—the market 
RIFXOWXUDOLQGXVWU\²DOVRJLYHVKDSHWRWKHPXVLF7KHVHULHVRIµQR
meanings’ of music intertwine continuously with this other nets of 
socially constructed meanings.
Music as melody, music as lyrics, music as rhythm. Music can 
JHQHUDWHDႇHFWLRQDQGVHQVDWLRQDQGSDUDGR[LFDOO\DVDFXOWXUDO
good, music can also be assigned a meaning and become 
subdued to a system of representation. Music, and what is said 
of it, accompanies us through our lives. According to the French 
philosopher and musicologist Peter Szendy, music is more than our 
“soundtrack”: it is the condition in itself of our biography, because we 
all are (in great degree) “melomaniacs,” individuals obsessed with 
certain melodies. Even without listening to them, certain melodies 
UHIXVHWROHWXVJR7KH\DUHLQRXUOLSVDVZHZDNHXSWKH\EXUVWLQWR
our minds without reason. Szendy dedicated a book to theorizing on 
these ways in which music inhabits us, possesses us, and pursues 
us. In Hits: Philosophy in the Jukebox, he proposes that a musical 
SLHFHPLJKWEH LQWURGXFHG LQXV OLNHD µHDUZRUP¶DWWDFKHG WRRXU
ears and our minds, as a type of virus that adheres to the bearer and 
NHHSVLWVHOIDOLYHIHHGLQJRIWKHPHPRU\RILWVKRVW7KHVHPXVLFDO
obsessions that haunt us are, according to Szendy, the way in which 
the musical commodity is installed in the structure of the psyche. A 
hit, a musical commodity, is a technology of the self, or better, a bio-





no clear distinction between 
the “individual” and the 
“environment” (Brennan, 2004: 
7KLVGRHVQRWQHFHVVDULO\
suppose that a person’s 
feelings are converted to 
another one’s feelings, but 
it is about the way in which 
ERGLHVDႇHFWHDFKRWKHU
According to Brian Massumi, 
the body has a self-grammar 
that cannot be completely 
represented through language 
DQGDႇHFWLRQ'LႇHUHQWWR
feelings and emotions, it lacks 
a shape or a structure through 
which it could be transmitted 
between organisms. Given 
this ubiquity, the power of 
media is not settled in the 
LGHRORJLFDOHႇHFWVEXWLQWKHLU
FDSDFLW\WRFUHDWHDႇHFWLYH
resonances independent of 
the meaning they are trying to 
communicate (2002: 30). In 
many cases, the consciously 
received message can be 
less important to the receptor 
WKDQWKHXQFRQVFLRXVDႇHFWLYH
resonance that the source 


































































In the documentaries addressed in this article, the omnipresence of 
ORYHVRQJVVXJJHVWVWKDWWKHVHDUHE\GH¿QLWLRQGHVWLQHGWRPRYH
around: hits participate as much in the individual and collective 
DႇHFWLYHVSKHUHVDVLQWKRVHRIWKHFRQRP\6LPSOHPHORGLHVZKLFK
seem to come from nowhere and everywhere at the same time: love 
songs, succession of hits that hide in their triviality the potential to 
PRYHXVOLNHQRWKLQJHOVHFDQ7RQHVWKDWDFFRPSDQ\RXUOLYHVDQG
melodies that became carriers or repositories to our incomparable 
and unique passions; despite the fact that they are inscribed in the 
FLUFXODWLRQRIDJHQHUDOLQWHUFKDQJHRIFOLFKpV$V6]HQG\VXJJHVWV
WKLVµVHOI¶ORJLFWDNHVSODFHDVDUHVRQDQFHRUUHYHUEHUDWLRQDVWKH
SURGXFW RI D IRUPDWLYH UHSHWLWLRQ%XW WKLV µVHOI¶ LQ TXHVWLRQV LV QRW
RQO\WKHµVHOI¶RIWKHOLVWHQHUEXWWKHRQHRIWKHVRQJ$VLIWKHPXVLFDO
commodity had a soul, a song sings its second nature as fetish: the 
µPXVLFDOVHOI¶RIWKHKLWZRXOGEHWKHYRLFHRIWKHFRPPRGLW\WDONLQJ
about itself. Hits work as a myth that grow through repetition, and in 
that repetition the song becomes a commodity: a structure that self-
reproduces, a self-desiring machine that moves an intimacy already 
expropriated in the market of musical interchange that makes it 
possible. Characterized by not having many characteristics, the 
FKRUXV RI D KLW UHPDLQVZLWKRXW TXDOLWLHV7R GHFLSKHU WKH IRUP RI




1.1 Vou Rifar Meu Coração: brega music and loose romanticism
7KH +RXDLVV GLFWLRQDU\ UHJLVWHUV  DPRQJ RWKHU PHDQLQJV WKH
IROORZLQJ IRU WKH ZRUG ³EUHJD´ ³TXH RX TXHP QmR WHP ¿QXUD GH
maneiras”; “cafona”; “de mau gosto”; “coisa barata, descuidada 
e malfeita” and “música banal, óbvia, direta, sentimental que não 
foge ao uso sem criatividade de clichês musicais ou literários”. 
7KHSHMRUDWLYHDGMHFWLYHVRI LQIHULRUTXDOLW\EDQDOLW\DQGEDGWDVWH
assigned to brega show how it is set in the Brazilian musical stage 
as “lixo cultural” (cultural trash). However, when in 2002 the historian 
3DXOR&pVDU$UD~MRSXEOLVKHGKLVERRNEu Não Sou Cachorro Não, 
EUHJDPXVLFIURPDUWLVWVVXFKDV2GDLU-RVH:DOGLFN6RULDQRDQG
Amado Batista bagan to be revaluated by the media. In the same 
line, Vou Rifar Meu Coração$QD5LHSHU¶V¿UVWGRFXPHQWDU\
talks about how music by these and other artists (considered kitsch) 
had changed the lives of many people in the past 40 years. 
According to Araújo, since the end of the 1960s brega music gained 
popularity in the whole of Brazil, overcoming any other musical genre 
in sales and in radio playback. It was integrated to the romantic 



































































15). In fact, if in middle and high, and even in greater part of less 
DFFRPPRGDWHGFODVVHV LQ5tRGH-DQHLUR WKHZRUG µEUHJD’ works 
DVDSHMRUDWLYHODEHOZKLFKGHVLJQDWHVWKHRQHZKRKDVµEDGWDVWH¶
other members of the working class reclaim the term and associate it 
with a particular way of experimenting and enjoying emotion. 




não teve na vida / Um problema de amor / Uma desilusão / Quem 
p4XHQmRJXDUGDFRQVLJR8PDWULVWHVDXGDGH1RVHXFRUDomR
>«@4XDQGRRDPRUGDJHQWH9DLHPERUDGHUHSHQWH$JHQWH¿FD
mesmo assim, sentimental / Quem me vê chorando / Vai saber que 
HVWRX DPDQGR  3RLV QD YHUGDGH HX WDPEpP VRX 6HQWLPHQWDO´
7KHGLUHFWRUSURSRVHVDQWULSWRWKHKHDUWRIWKH%UD]LOLDQLPDJLQDU\
DႇHFWLRQ D URPDQWLF LPDJLQDU\ZKLFK UHLQIRUFHV D VHQWLPHQWDOLVP
WKDWUHOLHVLQWKHXQEUHDNDEOHXQLRQRIORYHDQGSDLQ7KLVµURPDQWLF¶
nation is the one of the less favored classes of the north east, and 
the movie is a mix of interviews to brega singers, songs of the same 
genre, and testimonies from its audiences. 
Vou Rifar Meu Coração shows the relation between brega music and 
the daily experiences of people who identify themselves with that 
music, because they describe the drama of their lives or, as one of 
the interviewees says in the documentary, “vivem o que escutam”. 
Empathy between fans and singers is immediate and famous 
VLQJHUVVXFKDV$PDGR%DWLVWD2GDLU-RVp1HOVRQ1HG/LQGRPDU
Castilho, Wando, and Waldick Soriano recognize in the interviews 
that the lyrics of their songs translate their deepest emotions, 
because they are also related to their own romantic experiences. 
In Rieper’s documentary, the lyrics are presented (diegetically and 
extradiegetically) as channels of communication for an experience 
of love that seems universal. Common people tell of their problems 
and sing almost at the same time. For example, the case of a petrol 
station employee whose wife left him and tells: “Foi-se embora com 
outro rapaz. Aquilo foi o maior desespero da minha vida”. But the pain 
of this loss never abandoned him and, while working, he remembers 
and whispers Folha Seca, by Amado Batista, a song that talks about 
“uma tarde tão triste quando ela partiu / Na curva daquela estrada 
ela então sumiu / Era como folha seca que vai onde o vento quer / 
Me enganei quando dizia tenho uma mulher”.
Music seems to circulate casually and freely in the public space. 
In one of the scenes we see a man riding the streets of a small 
inner city on a bicycle playing “Vou Rifar Meu Coração,” a song by 
Lindomar Castilho. In an interview with a radio speaker we are shown 


































































lyrics of which reveal, transfer, and democratize their interpreter’s 
RZQDQJXLVKDVFRQIHVVHGE\WKHP7KHUDGLRVKRZKDVDVRUWRI
educative function when people call to ask for songs and advice 
RQ WKHLU ORYH OLIH 7KH VSHDNHU FRQFOXGHV ³5DSD] ROKH (VVH
QHJyFLR GH FRUQR Gi FHUWR´ %UHJDPXVLF KDV VXႇHUHG D SURFHVV
of industrialization and commercialization and is indeed related with 
certain rules of production and consumption. However, recognizing 
its commercial character does not mean we should forget what 
romantic music, as any cultural expression, may signify in terms of 
WKHLUFRPPXQLFDWLYHIXQFWLRQ7KHQH[WVFHQHDIWHUWKHLQWHUYLHZLQ
the radio shows a teenager in a bar, singing and dancing the song by 
Asas Morenas about disappointment “Te Amo de Verdade” : “Perdoa 
se te machuquei / Coração tá com saudade / Por favor não diga 
adeus / Eu te amo de verdade”. Romantic music is, above all, a stark 
feeling, and karaoke seems to have that characteristic of putting 
us in another’s body (and voice) for an instant. With ironic, literal, 
or romantic intention, the karaoke in the documentary embodies 
certain sensitivity and inner landscape of that teenager which goes 
beyond what an extradiegetic listening could provide. Simon Frith 
understands in Performing Rites: On the Value of Popular Music 
(1996) the dance as a practice that vicariously re-instates the voice 
in a dancing body and, this way, allows it to experiment the same 
pleasure that the artist has when producing the music (193). In other 
words, both listening to music and dancing are performative acts, 
as dancing is not only “a form of enhanced listening,” but also “an 
ideological way of listening, it draws our attention to arguments about 
its own meaning” (1996: 224).12
Another woman from the lower class confesses that she likes the 
VRQJVE\$GHOLQR1DVFLPHQWRDQGLGHQWL¿HVZLWKWKHO\ULFVEHFDXVH
“Eu gosto de músicas que vai ao fundo do poço mesmo. Que você 
FDYD FDYD FDYD H YRFr HQFRQWUD´ 7KH VLQJHU $JQDOGR %DWLVWD
UHLQIRUFHV WKLV FHOHEUDWLRQ RI µHPRWLRQDO LQWHQVLW\¶ E\ DVVXULQJ WKDW
DOOLQGLYLGXDOVVXႇHUDQGOHDUQ%H\RQGVRFLDOFODVVDOOSHRSOHKDYH
an inclination to romanticism: “Quem já não rezou baixinho pedindo 
para que seu amor voltasse, fazendo do sofrimento o seu maior 
OHPD"´$SDUHFLGDDZRPDQKXUWVREDGO\WKDWLVLQFDSDEOHRIIDOOLQJ
LQ ORYH DJDLQ LV DQRWKHU LQWHUYLHZHHZKR LGHQWL¿HV KHUVHOI ZLWK D
song by Roberto Miranda (“Solidão mora comigo / Onde anda quem 
PHTXHU"´DQGFRQIHVVHV
Às vezes eu do um sorriso tão bonito pra você, mas por dentro de mim 
não existe sorriso, Ana. Eu sou uma mulher extremamente triste, amarga 








12 | Faço de Mim o que Quero 
(2009), directed by Sergio 
de Oliveira and Petrônio de 
Lorena, is also a trip through 
the musical and visual 
universe of brega, giving 
great importance to dances. 
'LႇHUHQWWR$QD5LHSHU¶V
PRYLHWKLVPHGLXPOHQJWK¿OP
does not include interviews, 
the camera visits places, 
artists, and dancers of the 
genre who participate daily 
in the brega industry in the 
city of Recife. Going beyond 
the musical boundary, this 
observational documentary 
constructs a fascinated glance 
with the aesthetic irreverence 
of brega—as shown in the 
¿QDOFUHGLWVWDWWRRHGLQWKH
semi-naked, imperfect bodies 
of electrobrega dancers. An 
adhesion to the aesthetic 
universe of this musical 
industry, also present in the 
¿FWLRQDOIHDWXUH¿OPAmor 
Plástico e Barulho (Renata 
Pinheiro, 2012), which 
portraits the life of a singer 


































































7KHVHWHVWLPRQLHV LQVou Rifar Meu Coração reveal the symmetry 
between a song and a sentimental biography, between feeling and 
VXEMHFWLYLW\EHWZHHQOLVWHQLQJDQGOLIHEHWZHHQIHHOLQJDQGWUXWK7KH
emotional regime of brega music seems to democratize and exalt 





to democratize the love feeling of romantic music also responds 
WR RWKHU LQWHUHVWV LQVLGH WKH%UD]LOLDQ FXOWXUDO ¿HOG7KH LQWHUYLHZV
with members of the older singer’s generation give evidence of a 
passionate relationship with the fans, but also of bitterness and 
mistrust because, despite fame and money, they feel that they were 
always considered as “lixo cultural” by the elitist opinion formers which 
set brega music aside favoring elite productions, intellectualized by 
Música Popular Brasileira (Brazilian Popular Music). Brega singer 
$JQDOGR7LPyWHR FKDOOHQJHV ³6y SRUTXH QmR p&KLFR%XDUTXH p
EUHJD"´DQG2GDLU-RVpVD\V
Faço músicas de amor, a pessoa pra ter amor, pra gostar de uma mulher, 
RXDPXOKHUJRVWDUGHXPFDUDRXVHpPXOKHUFRPPXOKHUKRPHPFRP
KRPHPWXGRpDPRU2JUDXGHLQWHOHFWXDOLGDGHQmRH[LVWHDPHVPD
GRU GH FRWRYHOR TXH R SHGUHLUR VHQWH RPpGLFR WDPEpPVHQWH p Vy
perder a mulher que ele gosta que ele vai chorar do mesmo jeito que o 
pedreiro chora.
Even if these testimonies are used to reclaim the universality 
and classlessness characteristic of brega music, which is, in fact, 
a modality of Brazilian romantic imaginary; by not interviewing 
middle or high class individuals, the documentary consolidates the 
common idea that brega music is a romantic manifestation only 
possible in poor melodramas. On the other hand, the social origin 
of brega musicians is part of their popularity. Many of them come 
IURPORZTXDOL¿HGSURIHVVLRQVZLWKORZUHPXQHUDWLRQVDQGPDQ\DUH
KDQGLFDSSHG1HOVRQ1HGZKR VXႇHUHG GZDU¿VP VD\V KRQHVWO\
³7LQKDWXGRSDUDQmRGDUFHUWRQDVFLIHLRSREUHHSHTXHQLQLQKR>EXW
I] canto, canto muito”. Somehow, both musicians and fans relate this 
social origin, its marks and characteristics to the sentimental theme 
RIEUHJDPXVLFDVLIWKHGLႈFXOWLHVHQFRXQWHUHGZHUHWKHLQVSLUDWLRQ
and source for this exacerbated sensitivity. 
7KHVWXG\RIHPRWLRQVFDQPDNHXVDVVXPHWKDWWKLVLVWKHGHJUHH
zero of culture approach, as all human have emotional experiences; 
but the inequality of access to structures of representation and 
emotional consumption replicate (rather than question) racial and 
class separations. In this sense, brega music, as presented in 
Rieper’s documentary, consolidates itself as an emotional set of 


































































is part of a cultural, social, and historical set discourse, the lyrics and 
PHORGLHVRIEUHJDQRWRQO\WUDQVPLWµKLJKLQWHQVLW\¶IHHOLQJVDQGGUDZ
WKHUHODWLRQEHWZHHQSOHDVXUHDQGSDLQDVD W\SHRI ORYLQJ µW\SLFDO
of Brazil’, but also question an erotic imaginary by criticizing social 
prejudices against homosexuals and prostitutes. In this sense, brega 
hits from the 1970s turned into cultural landmarks. Wando’s Moça 
TXHVWLRQHGWKHYDOXHJLYHQWRIHPDOHYLUJLQLW\DQGLQ2GDLU-RVp¶VEu 
Vou Tirar Você Deste Lugar depicts love for a prostitute, working as 
a frame for the story of two interviewed marriages who admit having 
met in a situation where money was exchanged for sex. Sonhos, 
by Peninha, follows Osmar’s story: an important mister of sertão 
who is a bigamist and gives us advice: “As duas piores coisas do 
mundo são perder a eleição e ter duas famílias”. While the two wives 
FOHDUO\ VKRZ WKHLU VXႇHULQJ RI VKDULQJ WKHLU ORYHG RQH KH FODLPV
WR VXႇHU IRU ORYLQJ ERWK KLV ¿UVW ZLIH DQG KLV ORYHU 7RJHWKHU ZLWK
VRPHRI WKHVLQJHU¶VRSHQO\PDFKRFRPPHQWV WKH¿OP LQWURGXFHV
a fun scene of women openly confessing their sexual fantasies with 
sincere testimonies; in one of them a woman recommends a friend 
to: “esqueça ese negócio de gostar, não se envolva… envolva o 
VHXFRUSRSRUTXHRFRUSRWDPEpPWHPVXDVQHFHVLGDGHV´$QRWKHU
URJXLVKO\FRQIHVVHVWKDW³%HLMRERPpDTXHOHTXHYRFrEHLMDHPFLPD
e acende embaixo”. When talking about homosexuality, Agnaldo 
7LPyWHRDGPLWVKHVLQJVDERXWZKDWKHNQRZV³(XQmRPHGRXR
direito de ter solidão. Quando me sinto desprotegido, pego o carro 
e vou paquerar”.
With a background in anthropology, the director tries to create, 
WKURXJKWKHGRFXPHQWDU\DQµHWKQRJUDSK\¶RIEUHJDXVLQJWKHURDG
movie as a way of circulating in the cultural base of this music style, 
showing the places were those people live. Simple men and women 
with their disappointments, searching unceasingly for love in a Brazil 
bursting with bars and karaoke on the roads, with dances in the 
outskirts of the city, in the sertão of the northeastern regions (such 
as Sergipe, Alagoas, Bahia and Pernambuco). Nevertheless, it is 
a failed ethnography as the director avoids questioning dynamics 
and contradictions of the genre that are fundamental in this musical 
culture.13 Although some female singers include brega in their 
repertoire, most musicians and singers are male, and the recurring 
WRSLFLVWKHVXႇHULQJRIXQUHTXLWHGORYHEHWUD\DORUWUHDVRQ%H\RQG
talking simply about emotion, brega music is characterized by a pride 
for uncontrolled emotions. Brega songs defend the bursting of love, 
the excessive feeling that goes beyond the limits of what reason 
would recommend. In what way does this exaltation of emotion not 
JLYHEUHJDDIHPLQLQHDXUD"+RZLVLWWKDWWKHFHQWUDOLW\RIWKHPDOH
character—singer and main protagonist of the narrated tragedies—
lives with the fragilities of the same character, vulnerable to betrayal 
DQG LQGLႇHUHQFH"14 7KH VHOHFWHG VRQJV RI $PDGR %DWLVWD Folha 
Seca, Princesa), Nelson Ned (Não Tenho Culpa de Ser Triste), 
NOTES
13 | 7KHGLUHFWRUVKRZVVRPH
clumsiness when interviewing 
WKHWUDQVYHVWLWHZKRLGHQWL¿HV
ZLWKWKHVRQJ³7RUWXUDVGH
amor” by Waldick Soriano, 
because she wants to be loved 
as a woman. She calls herself 
Marquise, but Ana Rieper 
insists in calling her Marcos.
14 | In her study of romantic 
music, Martha Ulhôa analyses 
WKHGLႇHUHQWVWUDWHJLHVXVHG
by these musical genres to 
transmit feelings and establish 
roles and position between 
genders. Generally composed 
by man, romantic songs 
prescribe and strengthen a 



































































Elymar Santos (Quem Eu Quero, Não me Quer), Waldick Soriano 
(Torturas de Amor), Fagner (Deslizes) and other younger artists like 
Aviões do Forró (Morango do Nordeste) and Deja Vu (Chupa que 
é de Uva) show that Ana Rieper’s documentary is a true tribute to 
the “dor-de-cotovelo” which, nevertheless, does not seem to explore 
and question all the faces and contradictions of a masculine musical 
universe. 
1.3. As cançõesRUDႇHFWLRQDVLQWHQVLW\
In his documentary (GL¿FLR0DVWHU (2002), Brazilian Eduardo Coutinho 
interviews neighbors in a residential building in Copacabana and 
captures one of them (an 80-year old retired man) singing Sinatra’s 
³0\:D\´ZKLOHKHDUWLO\VKDNLQJKLV¿VW LQWKHDLU ,QJogo da cena 
&RXWLQKR¿OPVDQXPEHURIFRPPRQZRPHQEURXJKWWRJHWKHU
through a casting process, who tell more or less traumatic scenes of 
their family lives; and alternates this narration with actresses who 
reinterpret some of these testimonies with all the expressiveness of 
their profession. One of the women, Sarita, obliquely explains his 
PRWKHUO\VXႇHULQJWKURXJKWKHPRYLHFinding Nemo, and shows tight 
links between social discourses and the constitution of intimacy. At 
the end of the documentary, Sarita decides to come back to complete 
her testimony because she left with the impression that her speech 
had been too sour, and resumes with a lighter tone, singing in a 
moved but happy manner “Se essa rua fosse mina”.
(GXDUGR &RXWLQKR SODQQHG DW VRPH SRLQW WR ¿OP D GRFXPHQWDU\
DERXW5REHUWR&DUORVDVLQJHUZKR3DXOR&pVDU$UDXMRFRQVLGHUV
to be the privileged model of “deluxe brega,” a subtype of Brazilian 
romantic song with larger production and international projection. 
Without doubt, Roberto Carlos is the most successful singer of 
romantic music in Brazil, but Coutinho had to give up his project due 
WRODFNRIEXGJHWWRSD\IRUWKHFRS\ULJKWVRIKLVVRQJV7RJHWKHUZLWK
WKLV¿QDQFLDOREVWDFOHWKHVDQJWHVWLPRQLHVRI+HQULTXHDQG6DULWD
inspired him to redirect his project to a new mission: to penetrate 
into the life of common people and see in what way popular music 
is related to their own stories; making them sing a capella songs 
that are important for them. Incidentally, Roberto Carlos’s music was 
UHFXUUHQWZLWKLQDUHSHUWRLUHZKLFKIDYRUHGGLႇHUHQWH[SUHVVLRQVRI
romantic music.
One question and one proposition (“Alguma música já marcou 
VXD YLGD"´ ³FDQWH H FRQWH VXD KLVWyULD´ DUH WKH VWDUWLQJ SRLQW IRU
As Canções (2011), a documentary about the life soundtracks of 
anonymous characters. Eighteen men and women explain the 
reasons why a particular music is important to them. Songs by 
Roberto Carlos or Noel Rosa, funk or brega hits are mentioned by 



































































close-ups register the character entering the scene from the back 
and sitting in the centre of what seems to be a stage. Some people 
appear singing already, and then telling their story. Others begin with 
the narrative and then sing, eventually returning to the conversation 
ZLWK &RXWLQKR 7KH VWRULHV DQG WKH VRQJV IROORZ RQH DQRWKHU LQ
the interior of this theatre with dark curtains, but the characters 
never look directly into the camera but to one side, to Coutinho, 
whose Benjaminian gesture stimulates a narrative sheltered in the 
experience, as the orality brings particular memories back.15 
As in Jogo da cena, the camera in As canções is not out and looking 
for anyone. It waits for the guests, who are free to participate or not. 
Of those who responded to a newspaper ad, eighteen people aged 
between 22 and 82 were selected, most of them over 50 years old. 
In the documentary, Ramón sings a song that he composed as a sort 
of apology to his father, who died in an accident when he was 12. 
In another testimony Elaina, a widow, remembers how a song (“Dó-
UpPL´FRPSRVHGE\KHUKXVEDQGZDVVXQJGDLO\WKURXJKGHFDGHV
Other testimonies are even more tragic: a woman who tried to kill 
her lover but the bullet failed; another woman promised to kill her 
RZQGDXJKWHUDQRWKHU IRXQGKHUKXVEDQGVLQJLQJ µWKH¶PDUULDJH¶V
song to a lover on the phone, in both a love and a musical betrayal. 
When love is still present, the songs are closer to being a tribute to 
that special relation, miraculously immune to the passing of time. In 





não vai dar em nada”.
Another of those interviewed, Queimado, says that he only smells 
and music have the strength to bring a memory back to life so vividly, 
and wonders “how is it possible to have memories if not through 
VRQJV"´ &RXWLQKR¶V PRYLH JULSV WKLV DOPRVW RUJDQLF UHDFWLRQ WKLV
universal link between music and memory. Almost all songs sung in 
the documentary have a collective meaning, but their meanings are 
DOVRH[WUHPHO\LQGLYLGXDO1RWRQO\EHFDXVHPXVLFEULQJVDVSHFL¿F
DႇHFWLYHPHPRU\WRHDFKUHFHSWRUEXWDOVREHFDXVHZKHQVLQJLQJ
a phenomenon of strange intensity goes through the body. Some of 
them are inexplicable, others work on the individual as a catharsis, 
as if singing the song would make the past present and function as 
a sort of therapy.
At the same time, songs in As Canções are more than the narrative 
of past experiences, a time machine or transport that takes us 
WR DQRWKHU SODFH DQRWKHU ZRUOG 7KH VLQJXODULW\ RI &RXQWLQKR¶V
NOTES
15 |  /DpFLR5LFDUGRGH
Aquino Rodrigues analyzes 
the Bejaminian gesture in 
&RXWLQKR+LV¿OPVZRXOG
operate a political gesture by 
stimulating a practice sheltered 
in orality, bringing memories 
EHIRUHFRQ¿QHGWRVLOHQFH7KLV
way, the forgotten of history 
DUHVRPHKRZµUHGHHPHG¶
7KHRSHUDWLRQLVEDVHGLQWKH
trust Countinho sets in the 
competence the subjects have 
LQWKHµVFHQH¶RIµHQFRXQWHU¶
Narrating is, for Coutinho, an 
operation which distinguishes, 
not necessarily because it 
will conduct to the truth, but 
because the one who narrates, 
by narrating, is set in scene, 
LVµDHVWKHWL]HG¶,QWKLVVHOI
production work, a subjectivity 
is founded, and, with it, a 
right to the word. What is 
important to the director is not 
the veracity of the words, but 
the eloquence and conviction 
shown by the characters in 
each scene. It is therefore 
a cinema strongly sheltered 
in the narrative of others, its 
raw material the memory, 



































































documentary resides in everything that happens when he asks 
the interviewees to sing their song. It is the singing that operates 
as the communicator between music, conversation and confession. 
7KHPXVLFÀRZVWKURXJKWKHERG\ZKHQLWLVVXQJLQWURGXFLQJRWKHU
temporality than that of the past. When the music is sung, the music 
¿OOV WKH SUHVHQW 7KH UHSHWLWLRQ RI WKH VRQJ EXLOGV D UHIXJH IURP
lineal time: a refuge in which future, past, and present are mutually 
inspired in a modulation of sense that exceeds the words of the 
O\ULFV7KLVFDQEHVHHQ LQ WKHPRYLQJVFHQH LQZKLFK'pDDQ
year old woman, makes a mistake when singing Noel Rosa’s “Último 
Desejo,” a song that is marked by a love that cannot be. At that 




documentary, Countinho constructs a scene to play with the “solemn 
K\PQLF LQWLPDF\´ RI SRSXODU PXVLF LQ 6]HQG\¶V IRUPXODWLRQ 7KH
singular story, marked by the recall of the lyrics sang in the interview, 
is a way of intimately sharing an experience removing the limits 
EHWZHHQZKDW¶VSXEOLFDQGSULYDWH7KHVLQJLQJPRGHRIDQLQYLVLEOH
community needs a body to incarnate it. 
:K\GRZHOHWDVRQJJRWKURXJKRXUERG\"+RZGRHVPXVLFDႇHFW
RXUERGLHV"3DUDSKUDVLQJ:DOWHU%HQMDPLQ6]HQG\UHPLQGVXVRI
the importance of the secret found in the chorus of every song and 
that is “capaz de envolvernos como un viejo abrigo en la situación 




when a man is crying for something he should not be crying about, 
UHPHPEHULQJ D VRQJ KHUPRWKHU VDQJZKHQ KHZDV OLWWOH7KLV LV
Gilmar, a middle-aged man who was married to an evangelic woman 
and started playing the sax in her church. Her wife died young 
and when he started dating other woman he could not play in the 
church because he was not married. Despite this loving and musical 
anecdote, his song is “Esmeralda”. Gilmar focuses on the singing, 
ZLWKKLVH\HVFORVHG7KDWVRQJZDVµVWXFNLQKLVKHDG¶OLNHWKHµHDU
worm’ referred by Peter Szendy. Nevertheless, the song does not 
necessarily respond to the market logic. “Esmeralda” touched him 
but he did not know why, as he had never listened to it on the radio, 
as it was his seamstress mother who sang it to him when he was a 
little boy, while sewing and cutting cloths. Suddenly the man cries. 
He tries to contain himself but he cries, upset because he does not 
understand why this happens to him when the song “traz coisa boa”: 



































































,W PD\ EH WKDW WKH µVRPHWKLQJ¶ RI PXVLF WKDW RYHUZKHOPV XV DQG
SURGXFHV DPD]LQJ DQG LQYROXQWDU\ UHDFWLRQV LV WKDW µEORFN RI
VHQVDWLRQV¶ZKDW'HOHX]HDQG*XDWWDULGH¿QHDV³DႇHFW´QRWZKDW
LV IHOW³DႇHFWLRQ´EXWZKDWWDNHVXVIURPRQHVWDWHWRDQRWKHU$W
the moment of singing, Gilmar does not only retrieve the memory of 
DQHPRWLRQEXWDOVRIHHOLQJVRIDQRWKHUVLQJXODULW\DUHDFWLYDWHG7KH
narrative and the song take within something that is not necessarily 
part of what was lived, but feelings of what was lived.16 In this sense, 
beyond the reference to his mother, there is something maternal in 
Gilmar’s song. Its functionality is maternal, as a melodic repetition 
which guides us on the path to home—what Deleuze and Guattari 
understood as a ritornello. According to Michael Buchanan, “with 
DVRQJ LQRXUKHDUWVZHDUHDEOH WRH[WHQG LQGH¿QLWHO\ WKHVHFXUH
interiority of the home; it is as though we take home with us wherever 
ZH JR 7KH VRQJ LV RXU IXWXUH D IXWXUH RI RXU RZQ GUHDPLQJ 7R
SXW LW GLႇHUHQWO\ZHQHHGQRW YHQWXUH LQWR WKHGDUN FKDRWLFZRUOG
of the unhomely again so long as we have a song” (183-184).17 
7KLQNLQJ DERXW PXVLF DQG DႇHFWV L GRHV QRW VXSSRVH WR DOZD\V
chase meaningbut rather exploring the ground of the unnamed that 
EHORQJV WR WKH ¿HOG RI VHQVHV0XVLFZKHQ VXQJ LVPDWHULDOL]HG
by taking possession of our existing bodies: the body of the singer, 
the bodies of the listeners. Our musical obsessions do not only take 
SRVVHVVLRQRIRXUHDUVDQGPLQGVWKH\¿QGWKHPVHOYHVDSODFHLQ
our guts. Certain songs follow us, or we follow them, to get wrapped 
by them as with a blanket. Gilmar’s crying shows certain hope and 
future nostalgia for that warmth, that maternal feeling that is kept, 
and will be kept, in the song once her mother passes away.
Lídia’s testimony, a single mother of four children who in the 1970s 
became the lover of a much older man, also generates “unpredictable” 
VHQVDWLRQV7KHVRQJWKDWPDUNHGKHUOLIHZDVWKHRQHVKHKHDUGRQ
the radio in her lover’s car. Lídia is moved while singing the verses of 
“O tempo vai apagar,” by Roberto Carlos: “Sempre quando eu venho 
aqui / Só escuto de você / Frases tão vazias / Que pretendem dizer 
/ Que já não preciso mais / Seu carinho procurar”. She remembers 
D¿JKWRQWKHFDUDIWHUZKLFKVKHGHFLGHGWREX\DZHDSRQ$QRWKHU
day, when they went out, she tried to kill him driven by hatred but the 
bullet did not come out. When she is about to start crying, Countinho 
DVNVLIVLQJLQJWKDWVRQJLVSDLQIXOEXWVKHUHVSRQGV³)RLPXLWRERP´
Immediately she rises and leaves the stage, but for a few seconds 
we hear her crying behind the curtains.
According to Consuelo Lins, one of the most important specialists 
in Eduardo Coutinho’s work, his cinema is a true device, “um 
procedimento produtor, ativo, criador de realidades, imagens, 
mundos, sensações, percepções que não preexistiam a ele” (2007: 
47). Countinho’s documentaries promote an encounter through which 
GLႇHUHQFHVLQWHQVLWLHVDQGVLQJXODULWLHVRILQGLYLGXDOH[SHULHQFHDUH
NOTES
16 |  In “Percepto, afecto y 
concepto” Gilles Deleuze 
DQG)pOL[*XDWWDULQRWHWKDW
“Lo que conserva la cosa o 
la obra de arte, es un bloque 
de sensaciones, es decir un 
compuesto de perceptos y 
de afectos. Los perceptos 
ya no son percepciones, son 
independientes de un estado 
de quienes los experimentan; 
los afectos ya no son 
sentimientos o afecciones, 
desbordan la fuerza de 
aquellos que pasan por ellos. 
Las sensaciones, perceptos y 
afectos son seres que, valen 
por sí mismos y exceden 
cualquier vivencia” (1993: 190).
17 |  In Mil mesetas, Deleuze 
and Guattari consider how the 
UHSHWLWLRQRIDPHORGLF¿JXUHLQ
the singing of birds can at the 
same time construct and limit 
DWHUULWRU\7KH³ULWRUQHOORªWKLV
PHORGLF¿JXUHZKLFKUHSHDWV
itself, is a way of thinking 
occupation and construction of 
a space through the repetition 
RID¿JXUHLQWKHVRXQG7KH
“ritornello” is three things 
at the same time, but not 
successively: it is a block of 
sound that signals a way back 
home, it is the true matter of 
the home and it is the home 
LQRXUKHDUWV7KHDXWKRUV
also suggest that “ritornello” 




a home to which we return 
when we feel insecure and 
that song in our hearts is the 
home we take with us wherever 



































































Countinho is perhaps that capacity of invocation and promotion of 
feelings and intensities and their translation, to produce a singular 
place of enunciation through the activation of another’s fragments 
of experience. In As canções in particular, the sung memory is the 
vehicle for conservation and irruption of the “being of sensation” of 
another’s life experiences. What stays would be those “blocks of 
sensations,” of pain, of saudade, of love, that are linked to a memory, 
and, expressed as a song, reactivate those “unpredictable” feelings. 
But that return of intensities is also a way of overcoming the wound. 
Singing, linked to a memory, has a healing power for many of the 
participants of the documentary.18
According to Michael Buchanan, the structure of popular music, its 
UHSHDWDELOLW\PDNHVLWDQDJHQWRIQRVWDOJLD7KHUHLVLQ
Countinho’s documentary singers, an impulse to repetition and a link 
between aching joy and saudade. On the one hand, Ozio, a scarce 
farmer, tells how he lost “three mothers” in the same year, when his 
PRWKHUPRWKHULQODZDQGZLIHGLHG7RVWDUWDQHZOLIH2]LRPRYHV
WR5LRGH-DQHLURDQGFRPSRVHVDVRQJZKHQKHPHHWVDQHZSDUWQHU
“Vai se embora, meu bem… vai deixando só tua saudade no meu 
coração”. A melody that repeats itself, in which he asks his wife to “stay 
away from him” but, before exorcising the loss, the song seems to 
work as the recognition of his feeling of saudade—that accompanies 
KLPZKHUHYHUKHPLJKWEH2QWKHRWKHUVLGH6RQLDRSHQVWKH¿OP
singing “Minha namorada,” a song by Vinicius de Moraes and Carlos 




LPDJH WKDWHDFKRI WKH LQWHUSUHWHUVKDVRI WKHPVHOYHV7KHPXVLF
they choose has a symbolic function: a sense of their experience 
and their memories can be inferred from it. It is the sound of intimacy 
in a universal context, or, as one of the interviewees suggests: “we 
DOOKDYHDVRQJWKDWLGHQWL¿HVVRPHWKLQJHVVHQWLDOLQRXUOLYHV´7KDW
something seems to be, for many, the saudade. 
7KHDႇHFWLYHSRZHURI&RXQWLQKR¶VGRFXPHQWDU\UHVWVLQWKHIDFWWKDW
in that stage, there is not only an individual singing and talking, but 
WKDWWKURXJKKLPRUKHUWKHGLVFRXUVHRIDFRPPXQLW\UHVRXQGV7KH
narration-song that is both the property of a known individual and the 
invitation to a nameless collective. It is the song that talks to us and 
we talk back. Perhaps because of that, at the end of As Canções the 




18 |  7KHFRXQWHUSRLQWEHWZHHQ
Lídia and Isabell’s testimonies 
is interesting. Both “hate” 
their husbands and show a 
wish for “revenge,» but while 
the singing of Lídia liberates 
anguish, in Isabell (a young 
German abandoned by his 
Brazilian husband) there is 
satisfaction and joy when she 
sings the samba “Você me 
abandonou” to overcome the 
depression of her separation: 
“Você me abandonou / Ô ô eu 
não vou chorar / Mas hei de 
me vingar / Não vou te ferir 
/ Eu não vou te envenenar / 
O castigo que eu vou te dar 
pRGHVSUH]R(XWHPDWR
GHYDJDU2GHVSUH]RpXPD
arma perigosa / É pior do 
que uma seta venenosa / O 
desprezo para quem sabe 
sentir / Muitas vezes faz chorar 
2XWUDVYH]HVID]VRUULU´7KH
intensity of her interpretation 
UHÀHFWVFHUWDLQSULGHQRWRQO\
in her capacity of healing but 
because the song seems 
to be also useful to another 
German friend, abandoned by 
a Brazilian, who spared the 
months of sorrow and crying, 
sang the samba and “arrumou 


































































1.4. Ter saudade até que é bom 
Music and songs have a formal and cultural capacity to organize 
subjectivity: this is expressed, represented, constituted, or embodied 
LQPXVLF7KHYHUVDWLOHTXDOLW\RISRSXODUPXVLF LVXQTXHVWLRQDEOH
EXW WKH GRFXPHQWDULHV DQDO\]HG WKHPDWL]H DQG WUDQVSRVH WR ¿OP
GLVFRXUVHGLႇHUHQWZD\VRIXQGHUVWDQGLQJ WKH OLQNEHWZHHQPXVLF
PHPRU\ DQG DႇHFWLRQ As canções is a documentary about the 
UHODWLRQEHWZHHQPXVLFPHPRU\DQGDႇHFWLRQ$ERXWKRZFRPPRQ
men and women associate life experiences to songs they identify 
themselves with, which express memories of what was lived but, 
most of all, the intensities and consequences of what is kept with the 
memory and that comes back at the time of singing. Ana Rieper’s 
PXVLFDOURDGPRYLHRႇHUVDZD\WRXQGHUVWDQG%UD]LOLDQSRSXODUPXVLF
, mainly, the history of daily traditions of a social group. Considering 
that music is, at the same time, a universal and individual language 
IRUH[SUHVVLQJVSHFL¿FHPRWLRQVWKHUK\PHEHWZHHQORYHDQGSDLQ
is the centre of brega’s repertoire, but also of all romantic music—
ZKLFKLQVLVWVLQWKHOLQNEHWZHHQVXႇHULQJDQGVHOINQRZOHGJH
Many of those interviewed in As canções cultivate memories of acts 
RIWKHSDVWEXWWKDWDUHQRW¿QLVKHGIRUWKHP,QWKLVVHQVHPXVLF
and specially the song in the temporal structure that overlaps past, 
present, and future, is a way of cultivating what the Portuguese call 
saudade. At the same time, the repertoire put together in Rieper’s 
documentary, for their common theme of heart-break, makes 
VXႇHULQJ DQG VDXGDGH WKH FHQWUH RI EUHJD¶V O\ULFV 7KH ³GRU GH
FRWRYHOR´LVXSGDWHGLQDPRYLQJPDQQHULQWKH¿UVWYHUVHVRIWKH
song “Sonhos,” which we had partly listened to in the start of Viajo 
Porque Preciso, Volto Porque Te Amo (2009), and that also works 
as the soundtrack for the bigamist Osmar in Vou Rifar Meu Coração: 
“Quando o meu mundo / Era mais mundo / E todo mundo admitia 
/ Uma mudança muito estranha / Mais pureza, mais carinho / Mais 
calma, mais alegria / No meu jeito de me dar... Quando a canção 
/ Se fez mais forte / E mais sentida / Quando a poesia / Fez folia 
em minha vida / Você veio me contar / Dessa paixão inesperada / 
3RURXWUDSHVVRD´7KHORYHDQQRXQFHGLQWKH¿UVWYHUVHVLVVKRUW
lived. It is precisely the contrast between the “dream love,” that in 
music is similar to the beauty of a song, and the announcement of 
an unrequited love, which allows us to show the intensity of feelings 
that are, ultimately, the main subject of brega’s romantic sensitivity. 
%XW LQ ³6RQKRV´ EHWUD\HG ORYH SURGXFHV DQ RSSRVLWH DႇHFWLYH
UHDFWLRQ,QVWHDGRIUXQQLQJDZD\IURPVDXGDGHWKHO\ULFµ,¶VXUUHQGHUV
to it completely: “Mas não tem revolta não / Eu só quero / Que você 
VHHQFRQWUH7HUVDXGDGHDWpTXHpERPePHOKRUTXHFDPLQKDU
YD]LR$HVSHUDQoDpXP'RP4XHHXWHQKRHPPLP(XWHQKR




































































DV D SUHVHQW DEVHQFH DV ³D SOHDVXUH \RX VXႇHU DQ DLOPHQW \RX
enjoy,” as an anguish which does not end in desperation because 
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